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One of the defining aspects of the hill 
communities culture is their folksongs, 
dance and music. The beautiful lyrical 
words of their folksongs speak volume 
of their love for nature, culture and 
traditional traits. In fact, it is one of their 
identifying marks. 


An attempt has been made to record 
and document, unitedly, perhaps in a small way, the 
folksongs, dance and music that exists among the different 
communities living in the Darjeeling Hills. 

To share and understand the diverse but beautiful folksongs, 
dance and music and their true meanings and backgrounds 
with each other and thereby enhance, promote and 
strengthen the already existing cordial relationship and unity 
even better and stronger is one of the aims of this issue of 
Teesta Rangit. 

It is wonderful to observe that the hill communities and their 
respective Associations realizing the importance of culture 
and traditions and the need to conserve them for posterity, 
are working hard and organizing various cultural functions 
where the folk songs, dance and music are synonymous. It is 
equally encouraging to see our children taking immense 
pride in their very rich and ancient folksongs, dance and 
music. 
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Time has now come to share a common stage in a big way to 
showcase the richness of our folksongs, dance, music, first 
and foremost, among ourselves and then to the outside 
world to prove that there still exists very rich and ancient 
folksongs, dance and music in the Darjeeling Hills. 


Aachuley! 


Lyangsong Tamsang 
Editor-in- Chief 
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Bhujel 


O^TTcT) ?ftrT 


ft-'C|JTTcT 

#r ^llci #r i^JTTcT ft T^ITT?| 
*TNT, itoft t^TTFl 

OTJI^S 3T^TT 
1 ^TR=f^t % TTwr^rf 
^IM=h! •*lirlIH-H 

ft t|TTT^ ft T^jn^r ft Turner 
j)c|) u^Uel 

Wls- ^T 'fiftl 4 jV’c*ii F4H 
dl^dd cM ft^ 
dlS- i^cilol cjIS' +jrficl eTTg^ ^T 
ll ^TTef^l' f§R TTR^T| 

(ctIWel cRjHH ^ e3TcJ c{T)^ 
H^lc-lW <^IM ^Icg ^ 
cTTSTrSl ^Tf JllcHS c|'ldH ^T 

ft ft ^T| 


^rrg^ wft ^iitP'ni^ 
rTFfft cTFRcfftr^ 

Wg ^T -^s-chi 'Hl^cii^- 
k^lldft ^3TT ^TM ^T^| 

^ih- gfe UT^ncfr 

^ll-S-ci 3TTFTT ^nlcll sHs-Jlloil 

%^T-3FFf-'m ^3TT:H <i3-+>l i 
wig’ll* ^s?+d<3 ft? ^JT3 Tf^| 

W?ft pbl^n-HI T|:ft 

'Fcff Tillich ft ttT rTT^ *3T rToft | 

'’TFft^rT 3Tlft 

'Sj R ftjcTST Pis-'ft $ it ft ft | 
%3T-ftft,gWT? fttfcftt tn^fcTTpft 

yio-rl 3Tr^TT ftdlcil s(l*Jlicit | 
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^ ^Jhingsha Bhutia 

fans wztei rr^rj 

^T^tp ^™ ^ 


-ftr^^rg:fir#t:^TTT*ffcr 

ftr 3 ftr£F^^ift 9 j I 

«TT¥§fil^^ft§pp| 

'J)» 1 |ch^|<sf)^^^-f^|- 
^ ^ I^ VJ4| iqVd ^4)if'|f 

M^^rrTWTT 

’Tf^HJ^TT^ 

R^ftrftff ;RTT^ SJTH^JJT | 

ftrffr 

rU | S .^. irrf fipT ¥ 


'RT^f^t^n^^ I 

^"W ftf 4 iT ^tftf :§ | 


vpi it 

^TfT^ #fxR> % 

' 3 ? tr*f fg^ft 


ft^^lM-cOc rf^R 
^% Hl^fft cf)-cf+^ «f^T^g| 

^t% ^mr ^t 


^IkH^TcTxfR 

ft '&$$ <§o^- r %t 


* s 5* I snf*r tramra% fofo% jns^» arfST ^ OT ‘ H 






FTFT RlF) dl^ft FRI fq^t 


rn^rft--c||cjf^Pl ,Fl^fl -3+F R|d ^fat'd Ri<^ | ^ 

fertF(*Rft)- -dH^P l Md FnR ^Mf^d F>1FT «pgft rTl^ft Ftf RnhR dlS;^ I (3Tf%>=T j|FT 

tCTF^d 3Tfd dfll dd# F I ^chim #3^,Fff J I *imo<\- 

•Hl^rTl — J Pl^i Ft? R^tf)^ - -s-*^ *id '^ ) 'tj *+>1*1 ni'^4t T fR[ (ychp) dis-^i^ - 1 

Hld-^ft ^IIH Wl*fl ^FT^t ft™ fat; I 

feF%F->ft^ dl| Rfi^- <hift x4Rft ;|%FtW spRjF^rt ^n, P< yls- qi^ | 


’ ' " ' ” ^.<M O-X ^ ' 

trif fjft^ TftTi Rx^ft^ Tjcf WlRr ^ FTF ^TFg^) FF% "^Fl^t RfRT Rl^i | 

fi*tF:Fp% di? fWtf^Rg^r -c4)Pi *-hid rni^T'jft'j ft^Ri di^i#1 
FiTF: ^ Ri<h ^<h didl’il -c-Mldl ^<$i Ft§lFFFtR^ ^Ml^l ft**^ fit<h I 

j^4-dd -Ft^R^ ^ FFFft Wei 3TtR fe*^dWF FRj Rt^t dlS^IS; 


Rtf trf Mi'i^ l Rtf fRfRj FT?cfti^ht fRi 

Rh | dTH MIsi^HH IFTF*PFT Fftl mP| ■‘OddIdtTRF^tF tR 


rJRT TFTF fe-Hd 


R 5 Ff 5 
Fl^T 


RRRf; Pi-diii dl'HTl d^- ft-H^ Osh ■dif^ ^ftRrFt^ I 
fe*%F: fed Tilft^ ylpl ^dld H«Kd|l^ ft# ft# #+ dl-hTTl R# 


3 TNTT ^RT 


fs+^T: ^ 

FHFi-flFt 

fs*-«ft:flF 
tRcT FT?F 


F# ft-^F FFT 


FTF totq FTF 


FTF ‘ftF 5 F | 


? grftFtl 

FTTJ Fm,FT 5 


SFjftF fRt 15 | %FT ^ 


r^TT%qi% ? Rj 
3 TTF#FF 3 ^ *R| 


§TT *$)d 3 -lei 


§TFT vtM ci $TT eil^ 


Tft ^TTcf frf^ g+lH 

■H I dId R^ «h l c| f% I ^RPFF R^dldld 
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^^^ WT *T^Tte^r^; x^ 
fes-^cf tnfcT fg*T 


ffPJ %-Mi^ ^jrf ^n^g 'fejT 

fekl^-'O ^T5P7 th(^M rll^r^ 'fe^TtCTfTTf^p^: 

^ ttt^t ^Rf^ ^cr^fV^ f%r^ f^nr 

if <*..I 


c^r fir ^ ^ fi^ 

*ti^ ^r ^n^Tf | 

ITTRT^^^rgTf^zni^rei^ | 

W ^^5 ^ ^r^r H^r | 

C ’ |T+)| ^' € 11 ^ ^ftoxft 

XTT^ T^r 

^a if IT% ^I^r wtwzt 

Ur^nr f^ ^ 

^^cR afn^n-grjg ^ | 

<fi ^ <*> wf wr^i £rf% ^rrf | 

a<Rl*1 Rleiig (*IT#^): 

^_ _ V 1 
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R$T ^TT^ *RTt *1% r 1| wwt ~^5 | d-lfcl^'dl 'M '^RT“ 3T?RT *JRI TR ^ 
\j|$|{) •‘(Irt ^'M'O •miTsSHJ 


- r^^-^if ii fxid) ^ y i^-sft %% 3 ^r 
3Hi$-^d ^re^l+d sH4+-«m ^iTlf I 

RR- 4 HI$ fail ^<=1 (^ | 

**»* *isM ^ ‘ 4 *ii# ^- 41 #’^ 


^RTf^fr tTT 


^-d 

fg^R:'?TTTf -M^'Hl 




TRg^RTO 


4 Hif?rf^r^ft ^ftcT^RT RsTTm^ 

Sd diJ (Wc;i£- <sfld tlS'H'ti ^<+> | 3+11^-. 


f RT^ IW'Hl^' M-^S^d !«>d->l | 

TIF^^RT^ f^PJ^ ^ftR ^HRT ftsTJf f*re> | 


^RTfy^TFT^ 
<fcd 4 * llRf... 


^RfMm I 


■mT'NHI ^ftRRRT' 
fRTf ^-d ffejR ^SRT s Tf7 % | 


W^\ *ip\ I 

fs-HH^TlcT^TRTf^£f 


^Tef'O^nt | 


^sf ncjRsl^l'ft | H 1 ^ 

| ^o htj ^o i 
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«fnrr sft <^rr mfen (^ft) ? 
^tftt iwT mferr, 

^tf^ fte ft raivriW 

Hfferr -a 

^ ^ftt ^fm\ ^m\ t w^ft *HW 
^ W ^Rt ^iRh^D Trf ^ ^M 

^QjB Wt%T^FT 

Ff^ *TOt? ?rsn ?^5T 

| fW?TT *ftfcfT pFIFFT FFR?T 
^TFT ^t?R F# H)fii|H|| *n^ f^RT 
Mpl 'iTtOrK 
^Frfrr^t ^mr Ti^f | 


























































































R»sreJi2!, Bhutia 

-WTlffOWf/OlOiV —_- 

T , _ (Yimi Bhutia Association is an associate member of thp PM p r* / > 

of the mix: 

as for those living in remote areas of the Himalayan region U t nderpri '' ile ^ as well 

meditation centre in Kalimpong in order to give benefits tothese communities UCt ' n8 3 " d * 

underprivileged'backgrou^dTh^p'it B r appreciates"the r klea T l ^ Uatlon ° f numeraus children from 

process of bringiang children from « 3 Xnl rnrl lt a ' SUStalnab,lit V. as such, initiated the 

education. Once under our Centre's care!al!feesand r |ivinl!e 8e ^ COnrlmUn f t * eS ' ntothe Rafter cities for formal 

of their schooling, from kindergarten throuph t • § xpensesarefu,| y covered for the entire duration 
applicable). Upon completion of their education teeThL ^ 3nd col,e g e wb ere 

educate their own commun ities, thus ensi^rhiga better^u^ure ^ — - 

such a relationshi'pwillswiftly^rovvhito^fountaln'of teh^r “ m h mU f ,eS and abroad ' The of 

truly requues your kindness andgenerosity if its activities and efforts are^oconubu^anchbcrease* ^ 16 ^ ^ 

PROFILE OF DR. DECHENLA TSHERING BHUTIA 

Phalontharp^'si^completecfher'rr^edical graduation t hi r 20ip' / ' r 'rh arm s a BhU,ia and M "' 

Collage, Bhopal (India) and went further to pursue a '-Decialiy-iV^ ^ MBBS degree from Gandhi Medical 
in 2005 from All india Institute of Hygiene and Public Health, Kofta 30 ^ octor °^ ed ' c,ne ) 

the post of Professor at SMIM^I^ (SMIMS) at Gangtok, Sikkim in 2005 and is in 

cadres of health professionals with the State Ministry of Health^? r [ T1edical officers and various 
Health Programmes. y tb and Fam| ly Welfare under the National 

pursued on MPH (M^I^rTn^blicheahh) in 20^ H °" 3nd Fellowshi P Programme and 

a recipient of the prestigious Bharat jyoti Award for her ^'^ P lnSt ' tUte ' Amsterdam (Holland). She is 
science. Dr Bhutia is a member of Indian PublTc Heahh Z 3ChieVement in the field of medical 

Social Medical. " C He3 ' th Assoc,at,on and Indian Association of Preventive and 

International journals and'been^ n vitelTa s^pe^ke m' r^vaTio™ $ P6er reviewed National and 

advocate her research area. She has been involved with areas nf 10 " 3 ^ mternational conferences to 
areas of research in Substance use among adolescents and Inri' 3rea ' She h3S been involved with 

research interest involves under nutritionparticul?^^^^^^^ am °" g Chi ' dren - Her CUrrent 

in the area of Vitamin A deficiency. V 1 deflclencie s- She is currently working 

Musical instrument 

1. Damgyen-Guitartype instrument but with the 2 to 3 strings onlv 

f i nge r p I a d ng t heH nst r^me^^t he 5 I ips° n *'**** ***'" attaChed t0 0ne end or b V index 

3. Lingbu i) Flute played by the male. ii) Flute played by thefemale 
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^TRTT^I RH T o TT f R# Rlt I RfRf Rtd_R§TrlHmr RRR R^ 3TRRT ^ttRi RRdt <^M_I 

^%FT ttt RTR TRst| Rt-tt 3TRfd RR^R, ? 'RltRRT tf^l Rtg Rtt qfe<£d | 3TRRt %ft 5?fcl§l^dt 

^rT RtftRT d^ i dti- R srat m^-rh RtRt ^tt Rtferr R#RTTaf£f'aH'siiRi fdl sfasw 
snf^R- rtrr smf^-RFj ^tr (wt fnr Rqst wr)-rjt r^ttr fttl *rt *trh t?r ^iRk #R ^1 
*Rrtt RRTcR * 4>«d*ipMI$ 3TTIR RRTftl ft ^TRR RRTRRRr RRffa^ *t RfcTRt 15 ^ffeFTRT R^t 
Tlt^l ftt fRRT 3TRfd rR^t RTdt R l Pmg«M» n f Mf^s TT H RR: R$T FURtR Rtg RSRiKgIR f5R^rT Rft RTRR 
ijTRRTcRR^ ?R| ^^ddt StRiH^ 1 ' 1 '*^ «j,RRlS-+d fe-TjRTRRi li'h ^fexrlR^ M'ytP-RRHlI Pl*rMl^ 

effeRtc# !fg dRd> l t RTcPTRt'RTR>TR| cd’H «rtt mt<»t RfTfRT MM < gl$f *R <*U>3«1 

IPRI 3 1Rill I 3T3T TRRT ^HHI^- ^RTSRtgTCT ftt ^fdRT WrTRit fprft RTt^T Rfe Rt!4*Rdl| 

RTWTT STfTTg R^qfe ^ ^RRT Rtg RtcTTf 3RRTTJ | cRRR% t «t<* Rt SPJRTtt Rt | Rfe 

Spft MR^fd RTjqfe t fft ^fdRT^Ft ^RTR tRRR RT3 RRltdit dftlRTt RdT^I R# R^TR 3TF5RFT 
^gff 3 l d l <«flRT Rf *HMd>t IttR 3TR R^ft dR^l Mlf^l ^tt *jftRT RgRTf^t ItRTR 3TfRR tt #T 
i^gnTcft ^Rrftl Tift RKddt trfgm $tRRT #Ft 13 Rt RRRlf ^dltt RTRTRT RR gRrt^T RftR51 
glfcRT ^ RTRRTS- STRfR^gtt RRRt 3TTRJR RRRit Rt 3F3t RTRfffeRF it | 

^feRTIR Rt $tRRT R*t RT^JT s5R | M fed Id ^dTR d 3 tRr^F#R Rx^R Rt^RT 

rR^TST^RRR t ^RFT RRdRTRT^RTf | R^eRR^R^Rd^R RRdRT rR^TR t ^RRT d^l t <^Tl I ^TRRTrRt RRdt 
RR^fRRTRR'ft^rRttt^'ddl frltR^tRl^l dl^<^ 15\ 

'f41^«hi MlWRR5 'd'HiR f^J^FR Rq^f^ t ^R5| wfd^ R^ RRRI ^RrR Rl ^lMl^Mfet 
RnrftR *febR ^ ^R5| RRR RRdfe R§T HldlgKI RRR f tl^cft RRT^ffft RT^J ^ RRRFTOl^ 

3T^R t dt rRtI5| Rt^ ^5RT RRR?T ^ ^ R[RRT ^ >h'^K Rt RdR Rft 13 I cRRRfe 
^feRH^RRt, •fe^^Rt^t ’H.'HdlRR ^fdTdt, ^ l ^h»~dHl| -RFrRTdt ^^RT3%ReRRft df|3TTX^t ?5| ^IR 
%?| rftR R^RTt ^d5| rRR RRR RTfd ^ #RR RRR5I RRIcRf ^ R^15R| RRRFt 3T«f # %5T 

chl^ lR^T RTRT RT 3TRdTft RTRTgRT t Rt RTpf rRR RcR 13\ RTR ^d<+> R^5f 3TRfd 
RTfqRJR, HQ RftRKgRT^tf^Rt^d *MrR Rrf^T^Rlf |t rR^I rRRR^RTd 3TtR^nf^rR^lf % 


fjftl^RTt ItRRTR 3TfRR ^ -R^t RR> RRT3R 3TR^RR> ?5| WTT tl<3 ^ 

Rt ^UrTRlflRt ^IRcTTf dttl^ STTRdt RTlfrlRd t?TT RFSRl RR RITfrTRTT Rf^cRRrf^t ft?Rr did RdR d^RTt 
15 Rt 3FR RtRRR, ^MvHT, ■Rt d J ll^i^, RRTdt <^(4tRt J R’+rt r,n^3\ ^ 

RRTqRR? ^Mdl dRd>l^i >{ fT R^l fFdRTR^ RT ^HI^^R^RPR^t dR^i^ dM 


r r\ "\ ^ _r\ 


^vrfT MR J R m&\ 
dtdf RdlTK RTR,dlRl4t ^ IRrtRR 
RRf ^t?5 Rt RjRcT^F^t d«dt 
it 3lftTR RdRT^t RTRRT RtRt #T | 


t RRf fdT Rt R^FT 13\ Rkf^TRi 
R^t RRRT RRRit RHRR 
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Analysis of the Rituals of the Pucu and Klihbri 

We have come to see that the rites performed by the pucuand the kf/ftbr/show a great diversity In reality this 

IS only apparent. Analysis of the rites will show this. diversity. In reality, this 

1. Preliminary rites. 

Se rt ° ff T the HH me ^ 0fferingS are made t0 the g ° dS and t0 the ancestors 

P lests. In the pae, one also addresses offerings to the ancestors a-ji- khe a-jima a term which 

indudes not only the direct ancestors of the deceased but also all the ancestors, all the dead Then 

er prayer of purification, the priest introduces the different aids which he will use during the 

ceremony m recaHmg (reciting mythical precedent) the power and use of each of these entities (e g 
nahr-do, the history of the drum nah ). enrmes (e.g. 

2 . Rites of search and capture. 

Iheho C H ere Tr ieS T hiCh 8im t0 CUrS 3 Skk PerS ° n ' the priest g° es in search the soul which has left 

unluckyLmt ln S t C he PerS ° n th the abSe " Ce ° f ^ S ° U ‘ CaUSing th<? iMness - The soul is the P risoner of an 
unlucky spirit. In the pae, the priest goes looking for the soul of the dead person which has been 

^heknhhV'T ° f d6ath i$ ^ the handS ° f 6Vil SpiritS ‘ 11 is the same when the pucu and 

the khhbr, try to restore long life and fortune or to make the spirit of fortune and good luck come 

is search aims to restore or to bring back a soul or a spirit. However, it is necessary to make a 

distinct,on. When the soul of a sick person is lost, the priest does not ask the sou. to return buT^b 

for it, catches ,t (kra-ba), brings it back and makes it reintegrate with the body to which it belonL In 

his case, the action of the priest is, to a certain extent, coercive. But when he looks for a split w i 

ba although tl 3 ^° rtheS0Ul ° f the d6ad PerS ° n < durin S the ^ ^ invites it to come (thik- 

the HP n / n0t USed in modern Gurun S' i1: seems to me an "to invite"). That the soul of 

the dead man ,s invited ,s very important. Although the dead person has not yet rejoined the land of 

he dead, the land of the ancestors, he is already assimilated to the latter. OneLites him One makes 
ood offerings to him. He has the status of a dead person and, for a Gurung, it seTms thlt the 
distinction between a dead person orancestorandagod or k/e/j (master) is not very clear. 

During the search, the priest travels (e.g. toh kor-ba). But this journey, accompanied by the recitation 
of pe, never corresponds to a state of trance. We will come back to this subject when talking about the 

whichwe" se U e e n n owa T dayr " W ° U ' d ^ ^ ^ Pr ' eS, ' S J ° Ume * the eristics 

The search is often accompanied by a rite of offering. One makes these offerings to the soul of the 
ead person, or to the kleh who are favourable towards men, so that they will restore the soul of sick 
person. These offerings are of a divers nature and vary according to whether the priest officiating is a 

blood” The 'off'’ f er ' nSS ° f ,he Mihbrl are USUa " V ° fferl " 8S ° f graln accom panied by offerings of 
blood. The offering of a pucu are either offerings of grain, or offerings of grain accompanied bv 

offenngs of blood, when the pucu addresses a kleh, a god, a spirit who helps man, the soul of long life 

and fortune, he only offers grain, in contrast, if he asks the spirit Sar-phi-nni to mcover the sou, of a 

sic person which ,s in the hands of evil spirits, the priest offers a sacrifice of blood in exchange for the 
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3. Rites at the arrival of the subject of the search. 

The arrival, or more exactly the return of the soul of the sick person or the soul of long life and 
fortune is symbolized by tying a thread (rupa;ru, thread) around the neck of the sick person in the 
first case, around the head of the family in the second case. In three ceremonies, the pae 
(performed by the klihbri), mose ho-ba-i teh (performed by the pucu) and plah-w (a) i teh 
(performed by the klihbri), the arrival of the soul is accompanied by a special rite which aims to 
verify the coming of soul. Remember that it consists in hanging a chicken (or a cock) by one foot. 
When he sees the bird flapping its wings, the priest is sure that the soul is present. It is natural to 
find this rite done during the pae and mose ho-ba-i teh. These two ceremonies are, in the eyes of 
the priests, the most important in respect of their reputation. We have already stressed this fact for 
the pae. The teh of mose ho-ba suits a grave situation. All the previous efforts of the priest have 
been ineffectual. The evil spirits furiously pursue a family, the priest then decides to perform mose 
ho-ba-i teh, a ceremony during which he goes to fight against all 'the evil spirits' and will only stop 
when he is sure that all these spirits are at his mercy and that the souls of the sick people are 
recovered. 

4. Rites of Expulsion 

The evil spirits (moh, cae, etc.) who keep the souls of the sick prisoners, who decimate the cattle, 
and bring bad luck (gra) ,are expelled from the village. Let us look at the stages of this expulsion. 
First of all, the priest "controls" the unlucky spirit. The latter is then at his mercy. In mose ho-ba-i 
teh, the puca is sure of this when the ch icken hanging by its foot breaks an egg, by flapping its wings 
"at the touch of the spirit which is present". But in order that the evil spirit or the bad luck finally 
leave the house and village, it is necessary to give it "its share". A cock or chicken is sacrificed and 
grain offered to it." Let us recall the rite of offering grain. The priest shakes same grain nine or seven 
times round the head of the sick man or woman. It seems that it may be necessary to keep the local 
explanation of the rite: "the sick man or woman offers up his own food to the evil spirit". The rite of 
// wa-ba done by the klibri seems to confirm this interpretation: there, after having been shaken 
nine or seven times, the grain are put into the mouth of the sick person, and then taken out again. 
The person then says: "I give you my own food". 

The statuette of the unlucky spirit or the wooden construction representing bad luck, covered with 
offering of grain and blood, is then carried to the exit of the village. In certain cases, the sacrifice 
takes place here, the blood of the animals killed being scattered across the path. During this stage 
of expulsion, the expression "get out!" is repeated several times. The expulsion of bad luck is 
accompanied with a flight of four arrows with flaming heads. 


5, Type of ceremonies, (teh) 

We will briefly describe the principal rites appearing in the ceremonies of the pucu and the klihbri, 
but each ceremony is not composed of all these principal rites. We have to try to distinguish the 
different kinds of teh which vary in accordance with the rites performed. Moreover, this will allow 
us to note certain contradictions in the ritual. We will leave to one side the preliminary rite as it is 
common to all ceremonies. 

a) Ceremonies during which one makes offerings, asks for protection (chue-ba) and invites (thi-ba): la 
chue-ba (klihbri) 22 , chop chue-ba (pucu/klihbri), toh thi-ba (klihbri), lu thi-ba (klihbri),coe thi- 
bo(pucu),yo khu-ba( pucu). 

In all these ceremonies, one makes offerings and asks for protection, to the gods, to the spirits, 
even to the souls, but the manner of processing differs according to whether the pucu or the klihbri 
officiates, and according to whether the character of the ceremony is marked to a greater or lesser 
extent, by the influence of Tibetan Buddhism 23 . 





:=r=::=^^^ 

22. Ceremony performed by the Klihabari,etc. 

intersperse the prayers'of thepi/cu tf^e ^ ^ b ° rr ° Wing fr ° m Tibetan Buddhism which 

SrasSSSSSSr 

^'^==5====sS^S 

facuharl *n“alTnTe^ 
which can ha™ many 

pucu which is comparabie to the lu M - b a „ cae ° V 

iii=i=55=~? 

b. Ceremonies with rites of capture (kra-ba) ' ^ aCC ° mpan,ed by a b,ood sacrifice - 

and expulsion (wa-ba) 

little marked by alt ° gether ' ‘ heV aPPPar *° hare bae " 

Firstly we will study those ceremonies in which the principal rites are those of the capture of a soul 

which, LZc!pa n ,lTsoT^Iio P : t WWCh he ' d * he S0Ul PriSOPPP * hPP — cerem onies in 
In the first group of ceremonies, it is necessary to include all those which are performed tn nht • 

_the discoyery and the return of soul which has left the body of the sick person are included by thme 
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rites: the sacrifice of a chicken made to Sar-phi-rini who helps to recover the soul, the verification of 
the soul's arrival by the chicken or cock flapping its wings, and the action consisting of tying a thread 
around the neck of the sick person. The submission of the unlucky spirit to the officiating priest is 
made when the spirit frees the soul. By abandoning the latter it shows its powerlessness before the 
power of the priest. The liberation of the soul and the submission of the evil spirit are simultaneous. 
The rite of the broken egg in the mose ho-ba allows for the verification of the submission, the phase of 
expulsion properly speaking beings then. The sick person offers his own food. A blood offering is made. 

It is necessary to note here that it is difficult to distinguish the offering of blood to Sar- phi-rini and that 
to the unlucky spirit because only one animal is killed and, as sar-phi-rini is never represented by a 
statuette, only the kai-du of the unlucky spirit receives the drops of blood. The end of the expulsion rite 
is marked by abandoning the statuette at the exit to the village. 

To sum up, the capture and the return of the soul is clearly distinguished from the submission and 
expulsion of the unlucky spirit, the capture logically accompanyingthe submission. 

The ceremony of cha-gu presents certain confusion in its ritual: long life, cha, having left the 
household, a man falls sick. The return of cha must restore his health. But one witnesses not only the 
rite of capture of cha but also that of its expulsion, the two statuettes representing cha and pleh having 
been carried to the crossroads. In this rite; of expulsion, the statuette of cha is, to all appearances, 
confused with that of the unlucky spirit which has held the cha prisoner. 

Before finishing the study of the ceremonies relating to the rite of capture, it is necessary to mention 
the teh of plah [a) i and kimro which are performed by the klihbri. These two ceremonies are the only 
ones which contain a rite of capture not followed by a rite of expulsion. The return of soul is made by 
the intervention of nine gods (?), in the first case and of the master (kleh) of the crossroads in the 

second. 

Let us now study the ceremonies characterized principally by a rite of expulsion (wa-ba); tha-so -wa-ba 
(klihbri), so-pla wa-ba (klihbri), gra wa-ba (pucu). During these three ceremonies, the priest 
endeavours to expel unlucky spirits or bad luck (gra) which trouble the peace of the household. In tha- 
so-wa-ba , the expulsion of the three tha (malicious spirits) is preceded by their capture and 
submission. My pucu informants often told me that it is the role of Brahmin priests to expel the nine 
gra (nep., graha), the nine bad lucks each of which corresponds to a planet. In fact, Brahmins come to 
perform the rites expulsion of gra in certain Gurung houses. Nevertheless, the pucus perform the teh 
of gra wa-ba, a ceremony which is a mixture of Hindu, Tibetan abd Gurung beliefs. 

In addition, of all the teh that we have looked at, it is necessary to mention a ceremony which 
integrates all the types of rite of the puca and klihbri; that of the pae. The pae includes two main rites; a 
rite of capture and,above all, a rite of expulsion. (Remember that the ceremony comprises the burial, 
mih wa-bae keh, and the pae. But both of these rites take a particular form in this ceremony. Simru thi- 
ba is a rite of capture consisting, as we have already said, of an invitation (thi-ba) as the status of the 
soul of the dead is in same ways different from that of the soul of a living. The rite of expulsion 
addresses the same subject as the rite of capture: the soul of the dead. This rite of expulsion does not 
take the brutal and direct form that we have described above. The priest proceeds by stages. He 
explains to the dead person that he can no longer live amongst the living. He tries to persuade him, 
then tells him to go the land of the dead from which he cannot return. Finally he goes with him as far as 
the gate of that country. 
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- Lepcha 

Lepcha Folksongs, Dance and Music 

Lyangsong Tamsang 


The Lepchas call themselves 'Mutanchi Rong 
Kup Rum Kup' meaning the 'Beloved Children of 
Mother Nature and God'. Pure naturalists and 
born botanists, the simple, original, indigenous 
Lepchas firmly believe that God created their first 
man, 'Fadaongthing, and the first woman, 
Nazaongnyoo, from the pure virgin snow of Mount: 
Kanchanjanga's pinnacle and settled them at the 
foothills of Mount Kanchanjanga to live and grow. 
Mount Kanchanjanga is their principal Guardian 
Deity. The Lepchas are also known as the Children 
of Mount Kanchanjanga. 

On the slopes of these magnificent 
mountains, hills and valleys, the Lepchas are born, 
live and there they die. In the course of their lives, 
they base and adjust their activities to the tune of 
Mother Nature. The Lepcha culture, 
traditions,rituals, rites, customs, and ways of life 
are inextricably bound with the nature. Twittering 
and humming of birds and bees; the sound, cry and 
chirping of animals and insects; cascading of white 
water falls; rhythmic swinging of bamboos and 
trees to and fro in the hills and dales have different 
meanings to them. They, thus, find themselves 
imitating mother nature and seeking out 
aspirations, hopes and optimism in their songs. 
Their folk songs are unrestricted and free, 
therefore, they are spontaneous, vibrant and 
enduring. Lepcha songs have a certain quality of 
beauty, joy and sadness in them that makes a 
strong impression on the listeners and remain in 
their thoughts. 

'Vam' in Lepcha means a song. There is a 
Lepcha myth about the origin of the word/Vam'. 
The Lepcha myth has it that 'Eetboo Rum', the 
Creator, seeing the plight of the Lepchas of Mayel 
Lyang, the Lepcha Land, created 'Tamsangthing', 
the saviour, and blessed him with super natural 
powers to deliver the Lepchas from the clutches of 
the devil, 'Laaso Moong Pano'. When 
Tamsangthing arrived at 'Faokraam- Takraam' 


meaning the source and origin of Lepcha life, 
today's Dzongu, North Sikkim he found that the 
morale of the Lepcha people was too low and 
sunken to fight against the devil, Laaso Moong 
Pano. To remove fear from the minds of Lepcha 
people, Tamsangthing consecrated a young 'Nyolik 
Nyosong' as the first Lepcha"Mun", a priestess, to 
rejuvenate the lost morale of the Lepchas. He 
bestowed upon Nyolik Nyosong supernatural 
powers. In the beginning Nyolik Nyosong found it 
extremly difficult to communicate and express her 
thoughts, ideas and powers to the horror stricken 
Lepchas . One day she heard and saw a 'Tungbum', 
bumble bee, humming and moving from flower to 
flower.Inspired by 'Tungbum's humming and tone, 
Nyolik Nyosong imitated the sound and rhythmic 
tone of bumble bee in her prayers and ovations to 
God and very successfully communicated and 
expressed her thoughts, ideas and powers to the 
Lepchas. 'Va', the Lepcha verb, means to hum like a 
bumble bee and from 'Va' another Lepcha word, a 
noun, 'Vam' is derived to mean a song. The Lepcha 
'Muns' still continue to follow and use 'Tungbum's 
rhythmic tones in their prayers and invocations to 
the Creator and their Deities. 

From the cradle to grave, the Lepcha 
priestesses and priests perform all the rites, rituals, 
customs, traditions through their songs.The 
Lepchas believe that prayers, ovations and 
invocations in the form of songs are gladly accepted 
by their 'Rum', the Creator, and Deities . Even the 
evil spirits are attracted by their prayers and 
appeals in songs. It is also believed that the birds, 
bees, animals, insects and vegetation also silently, 
gleefully listen to the Lepchas' prayers, ovations, 
and supplications in songs. 

'Sut' in Lepchas means 'tune' and 'melody'. 
The Lepchas basically have twelve 'Sut', tunes, and 
these haunting Lepcha tunes still echo in the 

foothills of this region. 
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The twelve Lepcha 'Sut' are: 

1. Hit Sut. A Lepcha priestess or priest, before commencing her or his actual rites and rituals, she/he, 
first and fore most, prays to 'Rum', the Creator and Deities in 'Hit Sut' and requests them to give the 
necessary power and strength to accomplish and succeed the task and duty entrusted to her/him. 

2. Pildon Sut. 'Pildon Mun', a born Lepcha priestess or priest empowerd to search, guide and take the 
departed soul, to 'Poomju', the final resting place of a departed soul,in the Himalayas use the 
'Pildon Sut'. 

3. Tasey Kinto Sut. A Lepcha priestess or priest foretells the future using the 'Tasey Kinto Sut'. 

4. Aapik Sut. A Lepcha priestess or priest who drives out the evil spirits as well as purifies a member 
of the family after the death ceremony uses the 'Aapik Sut'. 

5. Palik Sut. This tune, Palik Sut, is used by a Lepcha priestess or priest during the naming and 
weaning ceremony of a child. 

6. TungsungSut. This tune is based on the sound, cry, call and message etc. of wild animals. 

7.. Kahaom Sut. It is based on the haunting sound and cry of birds. 

8. Tungkyook Sut. It is based on the sound and tune of Kooryoom Fo or the sound and tunes produced 

when two bamboo poles are rubbed or when the wind pierces through a narrow bamboo holes or 
splits. 

9. SaryaotSut. The spring season tune. 

10. Illam Sut. Atypical Lepcha tune pertaining to the Lepchasof lllam, Nepal. 

11. Damsang Sut. A typical Lepcha tune pertaining to the Lepchas of Damsang, the present day 
Kalimpong Sub-Division. 

12. RenjyongSut. Atypical Lepcha tune pertainingto Renjyong,the present day Sikkim State. 

Chyoo Faat Saawo Vam 

Jyerraa chyoobee wa poomthing rumsong 
Jyerraa kaongchhyennun zu rum song hao ya o 
Jyerraa lyaang it oongit rumsong 
Jyerraa sahaor itrumsong hao ya o 
Jyerraa chyee laokrey faat ding 

Ha aey.itboo dyeyboo rum 

Rumdaar poom daokrey mungtyaangsong 
Piksut ding ma hao ya o 

Ha aey.itboo dyeboo rum 

Sahaoir lung da jyoot boo chyoo bee poom itboo 
Kajyaom katee saawo 

Aa kingtsoomzaongboo chyoo kaayoom gaomlung 
ngaan jyoo 

Kajyaom katee saawo 
Pundim groongkaa jyoongaan 
Kabum katee syu ngaan 
Aakyet aakyoom tyangkaa 

Chyoobee poom rumsong sagaor sungnoo pungpong 
Saong pa saawo maatding 


O) 6( 6^((C rar e 

o35o <& 33‘5£ 

*5) -vtfy o 1 (s 

f n <om 51 ‘&35f fyo» 
fin o»(# 51 fyo» ® Z (& 
5<K^r m0 

¥( § ... 5fo3 fo3 f) 

55<>) 0z&Z (& 

$... 5fo3 *yo3 f) 

<>(# ^3o3 o35o 33 5lo3 

st f?o3 <(1 fo3 o3 ^(‘6 T«^3 

3)5^5 ^3-e( atyi -zte 
&(-%> S(^3 

o35o 33 ryo» o(& ‘<>yo oyxs 
‘(6- 3 6^((C fir 


TEESTARANGIT SEPTEMBER 2014 






Prayer Song to the Himalayas 

Oh! the golden Himalayas! 

Oh! the Creator of land and water! 

Oh! the Genesis of stars! 

Here I stand and offer 'Chyee', 

The holy fermented beer, 

I am standing and offering 'Kaom pong', 

The silver incense. 

To you all. 


The Creator of Universe! 

The Creator of Himalayas! 

With folded hands, 

I pray to you. 

Oh! 'Kingtsoomzaongboo'!, 

That auspicious forehead peak. 

The mighty Kanchanjunga, 

You enlighten us. 

You shelter arid protect us. 

Like a mother. 

On your lap, 

I humbly offer my prayers to you 
With folded hands. 

Oh! Mount Pandim and Mount Graongkaa, 
Standing majestically at our front, 
Bringing peace and transquility to us, 

I bow to you both 
With my folded hands. 


Oh! the God of Himalayas! 

Oh! the God of Lepchas' source and origin! 
Oh! cliff, hills and mountains! 

I am offering my prayers to you 
With burning incense. 


Oh! the golden Himalayas, 

The God of Prosperity, 

Residing on the altar of the snowy palace, 
I am offering my prayers to you 
With my folded hands. 

With rows of burning lamps 
And incense 
At your lap; 

Oh! the golden Himalayas! 
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'Naaraok Rum', God of Lepcha Music 


The indigenous Lepchas of Mayel Lyang 
have their own distinctive folk songs, dances, 
music, and folk musical instruments from time 
immemorial. The Lepchas' God of Music is 
'Naaraok Rum' and it is firmly believed by the 
Lepcha tribes that songs, dances, music and 
musical instruments were conferred on them by 
'Naaraok Rum'. 

One day, while visiting the earth, Naaraok 
Rum and his entourage passing by a Lepcha 
village in Mayel Lyang, saw the Lepchas singing, 
dancing, and praying and offering their ovation 
to Mother Nature and God. They appeared and 
joined the Lepchas in the festive occasion. 

On completion of the singing and dancing, 
Naaraok Rum, the God of Music, pleased with 
the Lepchas, summoned the leader of the dance 
troupe near him and said, 'I am the God of 
Music, Naaraok Rum. I am very pleased with the 
Lepcha people. Now if you wish, you may ask 
for a boon. 'I will give it to you'. When the 
Lepchas heard that the visitor was no other than 
the God of Music,Naaraok Rum, in persori,they 
were at a complete loss. The leader of dance 
troupe was non-plussed and could not react. He 
then saw his friends intently looking with 
fascination and admiration at the 'Tsat', a hat, 
crown with colourful plumes and tails of birds, 
on the heads of visitors. 

Naaraok Rum's 'Tsat' or crown, was made 
of 'Numbaong Aong Pano Fo Tukshyim', Drongo 
bird's tail, black, long and beautiful. The rest 


were wearing 'Tsat' with yellow, blue, black and 
red plumes and tails of birds. He suddenly came 
to his senses and realised that his friends dearly 
loved the 'Tsat' and he asked for their 'Tsat', the 
crown decorated with feathers, plumes, and tails 
of birds. While crowning the 'Tsat', Naaraok 
Rum blessed the Lepchas and said, 'Let the 
Lepcha people become absolute maestros in the 
Lepcha folk songs, dances,music and 
instruments'. His entourage also happily 
presented their beautiful 'Tsat' to all the Lepchas 
present on the occasion. They also presented 
unique musical instruments like 'Pantaong Palit' 
and 'Neebryaok', bamboo flutes, and then 
suddenly disappeared from the scene. 

The Lepchas firmly believe that the 
practice of wearing plumes, feathers, and tails of 
birds on their hats during Lepcha cultural 
ceremonies, festivals and Rum Faat, prayers and 
offering to Mother Nature and God, originated 
from this time. The indigenous Lepchas take 
tremendous pride in their 'Tsat' because it was, 
originally, presented to them by the God of 
Music, Naaraok Rum, himself for the 
preservation, maintenance and development 
of the Lepcha cultural heritage in Mayel Lyang. 

The Lepchas' songs, dances, and music 
truly reflect the old ways of Lepcha life , their 
traditions, culture, ancient religion, customs, 
manners, characters, civilization; their joy, 
sorrow, and surrounding environment. 
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Aapryaa Vam 

(Lepcha Classical Folk Songs) 
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imitate and sing in 'Chyaak Doon' and 'Kaakoo' birds tones. ^ party re P r esentat.ng Saangnyo Rum', 
There are mainly three types of Apryaa Vam Sut (tunes) forthe Lepchas: 
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Aapryaa Vam is sungon all occasions and there are basically four kinds of Aapryaa Vam as follows: 


1. Saawo Aapryaa Vam 

2 . AagooAanyit Aapryaa Vam 

3. Aasyaot-sam kyao Aapryaa Vam 

4. Doongeet Aapryaa Vam 


- Prayer song 

- Joyous song 

- Sad song 

- Patriotic song 


1. It must be sung in the standing position. 

2. His or her head-gear, ifany,must be in his or her hands. 

adve^^ft'hel'rpcha^usicalinstruments^ ”" 8 Vam ^ *"«™ «« 

A A singer normally has to concentrate on a particular, relevant subject demanded by the situation 

5. It must flow like a river, smooth, cool and non-stop 
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7. Aapryaa Vam normally starts with the words, 'Haa Aey' and if it is a patriotic song.'Aachuley' is 
used. At the end of the song, all will shout out 'Aachuley!' It is an expression of admiration, praise and 
joy all rolled into one except on Aasyaot - Samkyao Aapryaa Vam (sad song) all will remain silent for 
obvious reasons. The Lepchas firmly believe that they originated from the Himalayas, live at the 
foothills of Mt. Kanchanjunga, and will return to 'Poomju', their home in the Himalayas after death; 
therefore, constant and regular use of the word, 'Aachuley', among the Lepchas. It really means 'Hail 
to the Himalayas' in short. 

To protect, maintain and develop this unique Lepcha classical folk song, Aapryaa 
Vam,workshops and competition among the Lepchas, young and old,are being organised from time 
to time in Kalimpong by the Indigenous Lepcha Tribal Association. Aapryaa Vam is one of the finest 
examples of a very rich and ancient traditional Lepcha folksongs in the Lepcha world. 
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Bree Munlaom Aapryaa Vam 
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Haa aey.! 

Marum mathaok rey nyaom myaok hunee saa, 
Chyoo bee Kaong Chhyen ngaan zong, 

Baam kaon, boor kaon, paot kaon, taar kaon, 
Sukdum kaa aa aom ngaan kaon. 
Raongnyoo Raongit zong lenchhyo hunee saa, 
Tsang saongtet ngoon kaon, 

Nyaom Myaok hanyee saa, 

Lenchhyao tukpo rey, tsang saongtet ngoon kaon. 
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Haa aey.! 

Aamoo aabo saa kurvong kalit kaa, 
Noor arey tho phu mo 
Bokoo moo jyaong saa ryenrit song dun kaa 
Nyaom arey laom phu mo 
Noor arey hunu, lee rey lee kung nu 
Aom kaon mee tsur ngoon nu 
Nyaom arey huna, sarong suknyee nu 
Aa aom kaon mee tsur ngoon nu. 
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Haa aey.I 

Hao naamko munlaom len nung saa, 
Bree saa timrey kaa, 

Phaleng, naomleng zoom bu nu, 
Laok kaa lem kaa voong loong nu. 
Bree saa timrey kaa, laok kaa, lem kaa, 
Voong loong nu 
Bree saa timrey kaa, 

Laok kaa ley, lem kaa ley, 

Bree saa timrey kaa. 
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Blessings to a Bride 


Haa aey ....! 

Let the bride and groom live long 
Like the Himalayas standing strong. 

Let them flower and fruit 
With bright sunshine on them. 

In this world. 

Like the love of Teesta and Rangeet 
Let them flow together forever, and 
Let their love endure for all time. 

Haa aey.! 

Into the laps of groom's parents, 

The jewel bride is entrusted. 

Amid uncles, aunts and relatives as witnesses. 
Let the jewel bride shine. 

Let her bring the light to this house 
From this day onwards. 

Haa aey.! 

On completion of the marriage vows and blessings, 
On the union of these two. 

Let the young boys and girls 
Dance, sing and play together. 

To celebrate the wedding with joy and delight! 
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Naam Aal Aapryaa Vam 

Haa aey ......! 

zaor sukdumilungming taam aarey kaa 
Zeng nung d$a suknyee rey kaa 
Pey sanaom jsuknyee rey kaa 
Naamput naaim nun lao zoom 
Ryoo wong saa suknyee un sonaap gum 


Haa aey ......! 

Chyoo Kingtsoom rey aom ngaan zong 
Gyee chyo kurvaong syo kaa partaam doo 
ngaan zong 

Pey rey gyee! punsaan naam aapin saa 
Tim rey ryoo yum baa yong sam sa ding mo 


Haa aey ...<■! 

Mootunchyed Raong Kup ngoon naong baan 
Sathaa nun piobong it dook kung saa 
Ar taam porriik dook kung saa 
Poshyaor badng it dook kung saa 
Raong Kup kaayoo it myaong syoo ma o 
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The Lepcha New Year Song 

In this crystal clear world , 

On this auspicious day, 

On the eve of old and new years gathering, 

Today is a happy day and happy night. 


Like the ever bright and beautiful Mt Kanchanjunga, 
Like the brightly coloured hills and dales, 

At the base of the Himalayas, 

It is an auspicious sign of prosperous future, 

We pray and welcome the Lepcha New Year. 


We, the Beloved Children of Mother Nature and God, 
When the bamboos originated in this world, 
When the first bamboo shoots originated in this world, 
When the broom grasses originated in this world, 
The Lepchas, likewise, originated in this world, 
Better you understand, 

The Lepchas, bamboos and broom grasses are alike! 
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Aamaak Aapryaa Vam 

i Haaaey.! 

j Sakdumlyangaoongsaa 
i Singtaongtaongremtsumbu 
j Munjyu saa saknaon bret bu 
i Hraongdetbu 

| Zaonnyinkuphaoreyaeyyong. 

| Haaaey.! 

! Loomakyaoksammadaok 
i Numshyumnyoogeknu 
i Sukdum ma lyaot nu boo 
; Tulaamanyinmaoyong. 
i Geknumaakshyongrey 
i ItbooRumhudonuitthaombookaa 
| Hao saraong maak boo ma o yong. 
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Haaaey.! 

Ho kataa saraong maak nu naong boo magaon nu ma yong 
Tuklyaang satsuklavodom laa DaarSathaong Pano nu 
Zaom lei baam boo ma o yong. 

Sagaorsuknoo pong laa dek rut bu naong baam ma oyong 
Punzaok saryao koongmoo koongbaong pong laa 
Paokgraam bu nong baam paa aeyyong. 
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Haa aey.! 

It loongteri nu ngaan boo 

Raong Kup poomzu kaa aey yong 

Aadaom raong ding ma o 

Samsa syongtankaa 

Aado nyoo thing song nu kaa aey yong. 

Haa aey.! 

Loo makyaok sam madaok 
Ho kataa maakboo magon nu ma yong. 

Haa aey.....! 

Sukdum lyaang nu kaa 
Bu shyong saa tho shyong 
Shyoo laa manyin ma kaayoo 
Kaayooagoonthee 
Kaayoo aagoon do laot shyong 
Sukdum saa hrim ma o yong. 
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Haa aey.! 

Sukdum kaa kaayoo saa saakchyin saaknaon rey 

Tuk lyaang sahaor len gyaap 

Syen kaayoo saa tsu rey 

Luk kup tukshyim dook myaong 

Tu nu laa machying nu paa. 
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Haa aey.! 

Aalaong ho tshak pong thyo bu sam kaa 
Sam boo zo boo nu 
Tado |aom tsaam bu 
Nyoothing song baam lyaang, 

“Poomzu” kaa lao chyan gaat ma 0 . 
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Song of Death 


Haaaey.! 

Leaving the world behind. 
Separating the soul from your body. 
Oh, you human. 


Haa aey . . . . ! 

Do not grieve and do not be disheartened. 
Having been born. 

There is no one who does not leave this world 
behind. 

Haa aey . . . . ! 

To be born and to die in this world. 

Is the norm created by the Almighty God, 
Today you are gone. 

Haa aey.! 

You are not only the person to die today; 

The Sun, Moon in the sky, 

Were once almost eaten away. 

By ' Daar Sathong' in the old days. (1) 
Landslides occur on the mountains and hills. 
The forest, trees are also destroyed; 

The clear sunny day 
Also turns into dark night; 

Beautiful flowers in the gardens 
Only survive for a few days. 

We are born to die. 

It is the rule made by Almighty God. 


Haa aey .... ! 

From time immemorial 

The Beloved Children of Mother Nature and God; 

Your ancestors are waiting 

At 'Poomju', your home in the Himalayas, 

To welcome you. 

Haa aey . . . ! 

Do not grieve, do not be disheartened, 

You are not only the person to die. 

Nothing can be taken from this world, 

We came naked. 

We go naked. 

This is the ways of the world. 


Haa aey . ...! 

Our thoughts on life 

Are greater than the stars in the sky. 

But no one thinks 

That the life is as short as a lamb's tail. 


Haa aey ....! 

Taking these words in your heart and mind; 
Search and find ybur path 
To go to 'Poomju', your home in the Himalayas, 
Where your ancestors are waiting for you. 

With their arms open. 


Note: 1. 'Daar Salthong' - Lepcha folklore 
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A lis, of books on Lepcha songs which may be of some interest to you is given below: 

l/Rong van, Sa Cho'- Book on Lepcha Songs. (Most probably undated) 

logue of Lepcha Manuscripts In the Van Manen Collection by Heleen Plaisier. 

Laiden Kern Institute 2003. 

1 copy: 2740/1 180 

book of^ongs^thms^ctiiahy'rtexta^out the nature am^orjgin'oft.epcha songs' 6 ,itle m ' gh ' SUggeS ' 3 

data sheet on the Lepcha surveyed and published a 

'Manuscripts Mission, the Ministry of Culture Gove ap MaV 2007 under the instruction of 
Vam Sa Cho', Book on Lepcha Songs»^ld a ^ copy of this'Rong 

probably it is the only copy that exists todav in th»uand found in Kahmpong.lt does mean that 

piece, unused, in the Van Manen Cohectio^cleiden l^m ^nstibjte^the Netthe^lands^^^ ^ 9 museum 

?* f°" gS ' by ^.Waddell, LL.D. Mr Waddell 
his paper that at the requesTof pSo^ A^mn T' He Wrote in thef *-t paragraph of 
Mainwaring's manuscript, Lepcha-English Dictionary) he harf & n ^ Edlt ° r ° f General G ‘ B 
subject on which nothing had previously been written V/ collected some six Lepcha Songs, a 

FI ««««on- 1977. Compi.ed and written by 
and published £,th’e EdicS^ ^ ^ by Or. N. K. langir^ 

4 . 'Kaayoo Rong Vam Chhyo'. Our Lepcha Song Book. First Edition -1986 rnmni H w • 

Sonam Tshering Lepcha and published hv wiiH am n -1 u ,7 1986 - Compiled and written by 

Area, Gangtok (Sikkim). V H " damlt Lepcha ' Pnnted at Mutanchl Press, Development 

5. 'Lepchasand their Heritage'. ChattopadhyayT. 1994 Delhi R.S Publishing. 

6. 'Mayel PandaorL Hidden Treasure. Pages 7S to 83. First Edition - 2003. 

by lndigenou^ a Lep^ , J^ibaMrsodadon, F Head t qi^ S rters , |<ahmpong. Wr ' tten ^ ^ Lepcha and published 

2003. Lyricist- N.^Ur^cha a^ dXbtehedbv th 'faT*' 0 " 0f Lepcha Son B s - First Edition- September 
Kalimpong. P Shed by the lnd ’ eenous Lepcha Tribal Association, Headquarters 

Teesta ng n ) dRangit. n FhstEdkion a 2004.ComDiled m d^ a 7 d °" * c he Sacred T et,n * ° F ' b * two waters, 
by the Indigenous Lepcha Tribal Association, Head^uaX^Kalimponr TShenn8 ^ PUb ' ished 

IOC?'h" th H° r ? n ° f L8PCha Marr,a ^' Edition - 
Association, Headquarters Kalimpong. 6 PC publl '’ hed b V th e Indigenous Lepcha Tribal 
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10. 'Kaongkeebaong'- A Song and Dance Drama. First Edition - 2004. It is based on a true story of the 
Lepchas which took place after the assassination of King Gaeboo Achyok of Damsang in 1780s in 
Kalimpong Sub-Division. Compiled and written by Sonam Tshering Lepcha and published by the 
Indigenous Lepcha Tribal Association, Headquarters Kalimpong. 

11. 'Taarsyaok Kaat Sugraam Rong Kup Katee'- Lepchas under one Lepcha Flag. First Edition - 2004. 
Lyricist-Gautam Lepcha and published by the Indigenous Lepcha Tribal Association, Headquarters 
Kalimpong. 

12. 'Jyer Kaom lyen laa Kursaong Rip Ryoo'- A Song and Dance Drama. First Edition - 2005. Lyricist 
and written by N. T. Lepcha and published by the Indigenous Lepcha Tribal Association, Headquarters 
Kalimpong. 

13. 'Rong Jyoong Vam'. Original Lepcha Songs. Undated. Jointly compiled, written and published by - 
Sonam Tshering Lepcha and Hildamit Lepcha 

14. 'Lepcha Adivasi Ek Parichay' - An Introduction to the Lepcha Tribes (in Hindi). First published - 
2005. Pages 13 to 18 and 46 to 47. Compiled,written and published by the Indigenous Lepcha Tribal 
Association, Headquarters Kalimpong. 

15. 'Aachuley' Lepcha Bilingual Magazine- Volume 12 and 13. Editor - Lyangsong Tamsang. 
Published by Lepcha Literary Organisation, Kalimpong. 

16. 'King Gaeboo Achyok' Lepcha Bilingual Magazine. Issues 2007 and 2008. Editor - Lyangsong 
Tamsang. Published by the Indigenous LepchaTribal Association, Headquarters Kalimpong. 

17. 'Lepcha Folklore and Folk Songs'. First Edition - 2008. Compiled, translated and edited by 
LyangsongTamsangand published bySahitya Akademi (Academy of Letters), Kolkatta. 

18. 'Vam Sa Panaol'- A Gift of Songs. First published in 2010. Lyricist- Pasang Tshering Lepcha and 
published by the Indigenous Lepcha Tribal Association, Headquarters Kalimpong. 

19. Indigenous Lepchas and their Songs. First Edition - 2010. Compiled, translated and edited by 
Lyangsong Tamsang and published by Indigenous Lepcha Tribal Association, Headquarters 
Kalimpong. 

20. Vam Jat Ling Chhyo. First Edition - 2011. Written by Lapon S.T. Tamsang and published by Lapon 
Sonam TsheringTamsang and Renyoo Hildamit Lepcha. 
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Chyaa Nyaa Nyaa 
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I Chyaa nyaa nyaa sathim panu 
i Hlosaa daangrey kaorbu laomboo 
i Sathim panu 


; Hlokaa theebaa posyaang posying paot 
| Daangkaa theebaa kasaok kachying paot 
| Daong zo baamboo 
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Sam lavo theebaa soom saraotreykaa 

Meerek hraongbaa pajaokreykaa aafee aachhyoo thyuk 

Longsaa gree naongbaa 


<>3‘0)( <£Sr-e( ‘00i»( ^3 

s(6*>( 5(0) <(7o-£( 6(5 ^o3 ((o 


Sumbraang glyok sa amreykaa lyaang hroo tatshat 
Faatsaa gree naongkaa baamnyeeboo go 
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i Kasaok kachying lyenrey aur rungsa 
| Kuntshoong kulit biprey aur rungsa 
; Tshoongbipthaaloong 
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i Numkum purvim lavorey nyet 
; Rubi rusaong sochyipreykaa 
i Faatsaa gree naongkaa 
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Porcupine’s Song 


'Chyaa nyaa nyaa', 'Chyaa nyaa nyaa',(l) 
l,Sathim Pano,the king of porcupines, 
Roamingthe high and lowlands, 

Forragingand eating 
Posyaang-Posying fruits of the highland, 

And Kasaok-kaching, wild yams, of the low land. 

In the dry season. 

When wild fire rages 
In the woodland; 

Darting here and there, 

I take shelter inside my burrow. 


During 'Sambryaangglyaok', 
A time when it is the hottest, 
I stay secure in my burrow 


When Kasaok-kaching, wild yams, are growing h%h. 
When Kunchoong-kalit, the maize, has ripened, 

I devourthem. 


'Namkaom and Parvim Lavo',these two month, ( 
With continous drizzle and rain 
I find shelter in my burrow. 


?) 


Note: 

1. Chyaa nyaa nyaa - Porcupine's rattling sound produced from its short tail. 

2. Namkaom - Parvirji Lavo - Lepcha months corresponding to August and September. 
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Chyaakmaong Fo 

Fokup kasusa jyersa aaboong aey 
Fokup kasusa jyersa aathong aey 
Putaop kasusa eusa faok aarey 
Chyaakmaong fo kasusa 
Jyersaa pungkoo aarey 

Aey Raongnyoo toolkaa Raongeet toolkaa baamlyaang 
kasusaa 

Longsa greekaa eusa theekaa jyertee kasusa 
Kasusa varn thyonun rum lyaangnun daong yu 
Jyop taluk kaatnun vamgothyeng moyong lee 
Talukdom laongnaotnun 
Rum lyaangkaa loongthee vamrey thengkaon 
Chyen byepboyaong lee 

Aey kazoo dupkaa rumsongnun vaaneon faatfaarla 
Kajoo hroonun maju boornun ikla pabaarla 
Chyaakmaong fo gorey daang lyaang oongkyongkaa 
Vam pundee gorey daanglyaang saryosa bim palit soot 
Vamrey kasusa rumsongnun yunun daongyu kasukaa 

Aey kaatthin likpaa fo kasum rumsongsa leekaa 

Rumsong greekaa ngaannun hreekaa vam nyen kasusa 

Jyerpunkoo bonbo dyembu godonun 

Laot yu dyet chyen kitbo maronun jyerthongrey maapaa 

Jyer boongrey maa paa 

Kitbunaon maronun tshaom aarey kataa 
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‘Chyaakmaong Fo’ and Its Melodious Whistling Songs 

I'm a bird with golden beak. 

And a pairof golden legs; 

A neck crossed over with 
Bright green precious stones, emerald. 

And wings of gold. 

Rongnyoo and RongEet is my homeland. 

With a stone fort. 

And a throne decorated with 
Emerald and golden eggs, 

Is my abode. 

Hearing my melodious whistling songs, 

God came down searchingfor me; 

A toad living nearby a marshy place. 

An imposter, claimed to be the singer. 

Told to sing in front of God, 

It, naturally, croaked; 

Irritated and annoyed 
It was hurled up in the sky. 

And landing on its back on a 'Kajoo dup'(l) 

Nasty nettle rash spread all over its back. 

And, believe me, to this day, it remains intact. ! 

'Chyaakmaong Fo' 

I, living happily in the lowland and river banks, 

Singing in'Vim Palit'tune,(2) 

Recognising me and my songs, 

Godsentforme, 

Inviting, one day, to his abode; 

Sitting on the glittering throne. 

He listened to my songs with immense joy. 

Putting on the emerald necklace and golden wings. 

With golden beak and legs. 

Bestowed by God for my melodious whistling songs; 

Returning, triumphantly, on my way. 

Fellow birds snatched away. 

My emerald necklace and golden wings. 

I hid hnygolden beak, 

I hid my golden legs, 

Dippingthem inside a marshy place; 

And to this day. 

My golden beak. 

My golden legs. 

Only remain in one piece. 

Note: 

Chyaakmaong Fo - Whistling thrush, ‘myiophonus’, famous for its very melodious whistling songs. 
Chyaakmaong Fo still lives near streams and water falls; it continues to sing melodious whistling 
songs early in the morning. Even up to early 1960s, we could see and observe its golden yellow 
beak and legs. Now the colour of its legs have turned into black;a yellowish beak only remains to be 
seen today. 

1. ‘Kajoo dup’ - Nettle bush 2. ‘Vim Palit’ - A Lepcha classical folk tune. 
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Numshyumnyoo Aagek 

Numshyumnyoo aagek sutnyee nyetsaa 
Lyang sukdum rey kaa 
Tunu laa mayan aey 
Aaring lookaal saa 


Lookhrong saa kumbyong naapmoon faat rey zong 
Aafaong tuklyang kaa 
Saakchying tuklyang rey 
Sukdum kaayoo saa 
Kumbyong aagek kaa saa 


Taso boorthoboo rip sing saa ripboor 
Saraong syaapnaon paa 
Saakchying rip sing rey 
Sukdum kaayoo saa 
Ripboor aagek kaa saa 
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Sungkree lop bek kaa tshar baamboo munghlo 
Sosaong baa syaap naon paa 
Saakchying sungkree lop 
Sukdum kaayoo saa 
Munghlo aagek kaa saa 
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Human Life 

Life is short 
In this world, 

No one knows 
The future. 

Like the morning cloud disappearing 
In the blue sky, 

Think the sky is our world 
And cloud our birth. 

Like the beautiful flowers in full bloom yesterday 
In the garden 
It is gone taday; 

Think the garden is our world 
And the flower our birth. 

Like the shiny dews in the middle of arum leaf 
It disappears in the morning; 

Think the arum leaf is our world 
And the dews oUr birth. 

Life is short 
In this world. 

No one knows 
The future. 


Present work on the preservation of Lepcha Folksongs 

Forty five Lepcha Night Schools have been established by the Indigenous Lepcha Tribal Association, 
Headquarters Kalimpong in the Darjeeling Hills since 1990s. In these Lepcha Night Schools not only the 
four skills of Lepcha language are taught but Lepcha songs,dances, one-act plays and culture are also 
being taught to the Lepcha children. Learning through their Lepcha songs, dances and plays is great fun 
and joy to the children. The Lepcha Night Schools are playing a vital role in the conservation of Lepcha 
songs, dances and culture in the Darjeeling Hills, West Bengal. The Lepcha youths and children take 
immense pride in theirvery rich and ancient Lepcha culture. 

Lepcha Folksongs and Dance Training. The Mayel Lyang Lepcha Development Board in association with 
the Indigenous LepchaTribal Association, Headquarters Kalimpong, organises the Lepcha Folksongs and 
Dance Training from time to time; however, Sangeet Natak Akademi (Academy of Music and Drama, 
Government of India) has arranged and conducted one year Lepcha Folk Songs and Dance Training in 
2009 to ten potential Lepcha artists in Kalimpong. The training was so successful, the Academy of Music 
and Drama, Government of lndia,continued the Lepcha Folk Songs and Dance Training for another new 
batch of ten Lepcha artists in 2010 -11. These trainees on completion of their training return back and 
teach Lepcha songs and dances to the Lepcha youths and children in their respective villages and areas. 

Roving Lepcha Folk Singers and Dancers. They not only visit and teach Lepcha songs and dances in the 
Darjeeling Hills, the roving Lepcha artists also occasionally visit lllam (Nepal) and south west Bhutan and 
teach and train the Lepcha youths the Lepcha songs and dances. 

The Mayel Lyang Lepcha Development Board in collabaration with the Indigenous Lepcha Tribal 
Association, Headquarters Kalimpong, organise at least eighteen major cultural programmes annualy in 
the Darjeeling Hills where Lepcha songs, dances and one-act plays are synonymous with any organised 
Lepcha function. 




Renyoo Aazem Rebecca Lepcha Folk Songs and Dance Competition. The Mayel Lyang Lepcha 
Development Board in collabaration with Indigenous Lepcha Tribal Association, Headquarters 
Kalimpong, in collaboration with Mayel Lyang Lepcha Development Board, organises a huge Lepcha 
Folk Songs and Dance Competition in the month of March each year where the artists from Darjeeling 
District, West Bengal, lllam (Nepal), Sikkim and England take part. This Lepcha Folk Songs and Dance 
Competition is dedicated to Renyoo Aazem Rebecca Namchyoo Lepcha, one of the stalwart Lepcha 
Presidents in 1950s who worked really hard to preserve the Lepcha culture in Mayel Lyang. 

Native English Language Teachers from England, Europe, America who teach English to the Lepcha 
children in some of the Lepcha Night Schools also learn the Lepcha songs, dances and culture and 
compete with the Lepcha youths in Kalimpong. They do extremely well on the Lepcha songs and 
dances and take the message home on the Lepcha culture. 

National and State Awards in the field of Lepcha folk songs, dances and culture. Lepcha artists have 
been recognised by the Government of India and the State Government of West Bengal with the 
following prestigious awards: 

National Awards 


Sangeet NatakAkademi Award 

a. Sonam Tshering Lepcha 

b. Hildamit Lepcha 

-1996 

- 2008 

Padmashree 

a. Sonam Tshering Lepcha 

b. Hildamit Lepcha 

- 2006 

- 2012 

Rabindra Ratna 

a. Sonam Tshering Lepcha 

- 2013 

State of West Bengal Awards: 

Padmabibhushan (Highest State Award) 

b. Sonam Tshering Lepcha 

- 2014 

Sangit Samman Award 

a. Sonam Tshering Lepcha 

b. Nubu Tshering Lepcha 

c. Topden Lepcha 

d. Reman Lepcha 

e. Mangalmit Lepcha 

f. Chhyokit Lepcha 

g. Marmit Lepcha 

h. Albina Lepcha 

-2014 


These prestigious National and State Awards have certainly boosted the morale of the Lepchas 
in the field of Lepcha folk songs, dances and culture. 

Owing to the rapid changes in the present day socio-economic political scenario, and the 
Lepchas' identity crisis, the original indigenous Lepchas are more aware than ever before of their very 
rich and ancient folk songs, dance, music and culture. The Lepcha youths and children are rising to the 
occasion and fighting back with their Lepcha songs, dances and culture. The Mayel Lyang Lepcha 
Development Board in association with the Indigenous Lepcha Tribal Association, Headquarters 
Kalimpong, is helping, guiding and showing a clear path to the Lepchas of Mayel Lyang to conserve, 
preserve,maintain and develop their folk songs, dances and culture for posterity. Today the Lepcha 
songs, dances and culture are not vanishing; they are flourishing instead in the Lepcha world. 

Aachuley! 
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Through the Lens of Lepcha Folk Songs 


Dr. Ramesh Chandra Mukhopadhyaya 


The Himalayas are in the north of the Jambudwipa or the Indian peninsula.lt is a snow-capped 
mountain range that serves as the crown of the holy land that is India. It is the abode of Lord Shiva or 
blessings personified. The word Shiva means benediction. From the Himalayas, love and kindness 
radiate in all directions like clouds and in the shape of benediction streaming down in countless rivers. 
Not only are the Himalayas the abode of snow and gods, the mountain range itself is a god of gods. And 
Uma the demon- slayer, the goddess Durga is the offspring of the Himalayas. Since the Himalayas, the 
abode of gods is in the north, it has been often argued that the inhabitants of India whom one might call 
the Aryans after the western fashion had their ancestral home in the north only. Lokmanya Tilak posited 
that the original home of the Aryans was situated in the North Pole. But the snow-capped Himalayas 
could be a more reasonable ancestral home of the Aryans. No wonder that the nostalgic people all over 
the globe are drawn to the Himalayas. And of course the people who still linger in the lap of the 
Himalayas are their kins. It is always a pleasure to meet the people whose homes are the Himalayas. 
Because it is in them that the pristine purity of the first children of gods are still preserved. 

This is a humble treatise that seeks to know the thoughts and the way of life of the Lepchas, a people 
whose home is the blessed Himalayas. To that end the present treatise seeks to decode the songs of 
those Lepchas which have been collected and magnificently edited by Lyangsong Tamsang Lepcha in 
the small volume. The Indigenous Lepchas and Their Songs. 

But let us first ask-who is a Lepcha? A Lepcha poet introduces himself thus— 

Skilful in using and firing bows and arrows 
And playing flute and bass and Lepcha guitars 
Expert in using swords and pens 
Observe me carefully 
I am a Lepcha 

The Lepchas who live in the territory lying between the Himalayas and Jalpaiguri and Nepal and 
Bhutan could be the people who still hold on to the primeval way of life and culture that is still sacred to 
us. The towering gigantic mountains capped with pure white snow and green hills and valleys below 
constitute their landscape. Amidst hills and dales in the hoary Himalayas, they still sing and dance to the 
merry notes of Toot Foand Paril Bu, Fodaong FoandTagrek Fo, their hearts lifted up to chant hymns to 
Kingtsoomzaongboo. 

The small volume of Lepcha songs opens with an invocation to Kingtsoomzaongboo. That is the 
mangalacharanam. The name Kingtsoomzaongboo is a symphony in itself. It is the_Kanchanjungha or 
the treasure house of gold. Kanchanjungha stands for the golden Himalayas. And of course it is the 
creator of land and water. The bard knows that it is the genesis of the stars in the firmament. Hence it is 
the father of the world. And the Lepcha poet offers it Chyee or fermented beer.This reminds us of the 
Vedic rishis who offer somarasa to their gods such as Indra or Agni. In fact unless both the addresser and 
the addressee— the god and its votary are plunged in ecstasy, god's plenty is not there. The Lepcha 
priest of a poet offers Chyee to Kanchanjunga—the creator of the Himalayas. He also offers Chyee to the 
hills and the cliffs. He lights lamps in array and burns incense in reverence to Kanchanjunga and to the 
hills and cliffs including mount Pandim and mount Graongkaa. Kanchanjunga will enlighten them and 
give them shelter. Mount Pandim and mount Graongkaa will bestow peace and tranquility upon them. 
The Himalayas that literally means in Sanskrit the deity who lives in the palace of snow shall bestow 
prosperity to these children of snow. 

Next comes the invocation to Naaraok Rum, the god of music. Because it is through the chanting of 
the songs that the Lepcha people, the children of the snow can preserve, and spread their very rich and 
ancient Lepcha culture for posterity. This is not all. Like the sacred confluence of Teesta and Rangeet 
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ceaselessly flowing hand in hand in love and harmony towards the plains of India, the Lepcha culture 
should flow into the cultural realm of the Indian plains to awaken them to hopes and fears it heeded 
not. 

The invocation to Kanchanjunga and the Himalayas and to muse over or the mangalacharanam over, 
the Lepcha poetry celebrates the birth of a child with invocation to the guardian spirits of birth and 
life. It is the guardian spirit of both body and soul. The poet prays to the guardian spirit of the child so 
that its future becomes as bright as the shining silver coin. The poet also prays to the goddess of 
Fortune so that the child grows to be an honest, virtuous and prosperous person. The poet asks the 
guardian spirits, Nunglen Nyoo and Kathaong Fee, to cleanse the new born baby and its soul and to 
drive away evil spirits, if any, in the child's abode. The cleansing ceremony of the new born child is 
observed by way of sprinkling holy water and Chyee. Besides, a strand of seven threads is tied round 
the wrist of the child. Seven is the magic number which stands for the seven worlds-Bhuh, Bhuvah, 
Svah, Janah, Mahah, Tapah, Satyam in Hinduism. Once the strand of seven threads is tied round the 
wrist of the child, the poet of the priest announces that it is a complete human and an asset to the 
world. Thus the Lepcha community looks upon every birth as the increase in the asset of the world. 
Since every birth brings fresh hope, no wonder that the Lepcha community celebrates every 
marriage with dance, song and play amidst joy and delight. The bride and groom should live long like 
the Himalayas standing strong. Like the Teesta and Rangit - they must flow together, for ever with 
enduring love for one another. And they should bring forth fruits and flowers in bright sunshine in 
their bowers. 

During the Lepcha marriage, it is the jewel bride who is entrusted into the laps of groom's parents. 
The uncles and aunts and relatives are the witnesses to the ceremony. The jewel bride carries light 
with her when she migrates to her new home. 

Any marriage is like the wedding of the rivers Rangeet and Rongnyoo. Toot Fo, the legendary bird of 
the Lepcha mythology, leads Rangeet, the groom, while Paril Bu, the dragon snake, leads Rongyoo or 
the Teesta, the bride to their wedding at what we call the confluence of 

Teesta and Rangeet. Thus every marriage in Lepcha community is a charmed one where Nature 
divinities preside. And just as every confluence generates great energy so does every marriage hold 
out great promise. The rivers Teesta and Rangeet once united flow downwards to enrich the plains. So 
does the Lepcha community carry the torch to light the world. No wonder where ever they go there is 
the dawn. 

Lepcha literature is very rich in songs of love. The lover and the lass join in enduring bond like the 
Teesta and Rangeet. Their love is loud likening the humming of the bumble bees. Their love flows like 
cascades down the mountain side. The wife carries water in a bamboo cylinderto quench the thirst of 
her husband and waits near the Sambraang trees. Sometimes the world is not a fitting place for true 
love to consummate. Hence the lovers wonder where could they place their love and union of two 
bodies! The woman tells her lover- 

If you jump into the burning fire 
I will also jump upon it 
Ifyoujumpintowaters 
I will also plunge into it 
This is befitting heroic poetry and romance. 

The Lepcha songs celebrate every new birth and every wedding and every spring with a view to 
realize a brave new world. 

With the advent of spring the cuckoos of different families, the Naam Fraong Fo ,Tukpo Fo, Tukvyer 
Fo, cry Kaa koo koo! Kaa koo koo! Oh the beloved children of Mother Nature and God! Oh you 
LepchasIThis is the time to commence work. This is the time to sow Jo Po Maar rice and Jo Po Chyong 
rice. 

And every New Year they rejoice because when the first bamboo shoots originated in this world 
and when the broom grasses originated in this world the Lepchas likewise originated. The Lepcha 
poet claims- the Lepcha, bamboos and broom grasses are alike. _ 
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This is the message of the Lepchas to the world. This is the voice of Nature and God revealed to the 
Lepchas. Unless the world pays heed to the voice of the Lepchas, it is foredoomed to utter 
annihilation. Christianity exhorted that man is the crown and coping stone of the creation. The Bible 
asks man to lord over Nature. Hinduism in its later years revelled in one God that impels all thinking 
things and all objects of all thoughts and runs through all things. While Christianity in its craze for the 
conquest of Nature has made nature out of joints, the Hindu's craze for the conquest of inward Nature 

has made them other-worldly, aloof to the travails of the world. The murky clouds of air pollution hang 

heavy in the skies above the Earth. The pollution distorts Nature the creation of God in a lamentable 
way. The Chyakmong Fo was given golden beak and golden wings and emerald necklace by God 
himself Butthe bird laments- 

Fellow birds snatched away 

My emerald necklace and golden wings 

I hid my golden beak 

I hid my golden legs 

Dippingthem inside a marshy place 

And to this day 

My golden beak 

My golden legs 

Onlyremain inonepiece. 

We should rememberthat our dear Earth is the only space-ship where we could live. If this space¬ 
ship of ours is suffused with pollution generated by modern science, technology and the spirits of 
globalization, we humans have no other place to hide our heads. 

Indeed earlier when the so called modern civilization had not raised its hydra head felling trees, 
dynamiting mountains, sending smoke to the skies, the Porcupine could say 

During Sambryaangglyock 

Atime when it isthe hottest 

I stay secure in my burrow 

But right now the son of man has no shelter where he can hide his head. True love has no place where 
it can flourish and fruitify. 

Hence the Lepcha lover laments- 

I tried to place our love 

On a tree 

Butthe tree fell 

I tried to place our love 

Ontheland 

But it subsided away 

Right at this moment every one of us should chant the mantra -we the humans, bamboos and 
broom grasses are alike. It is from the Lepcha culture that we should derive the realization that we 
men and the Nature are one. We men and the grasses and the rivers are close kins. Nature worship 
should be the religion of the world. We must chant to the tune of Lepcha poet and pray with folded 
hands 


The masterof land 

The master of water 

The masterof kingdom birds 
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We extend our warm welcome to you 
To bring fresh air and sunshine to our doorway 

Neither reverence for Brahman nor worship of God the Father could help us in the face of the 
crisis of civilization. We must learn from the Lepcha people the worship of the different forces of 
Nature and her many creations separately. Philosophical abstractions, do not help us to live in the real 
world, the world of the contingent. Once we get rid of our abstractions there could be a world where 
we could take refuge and where true love could prosper. 

To born is to die. Every birth implies death. But the Lepcha bard reminds us that one must not grieve 
for that. Because to be born and to die is the way of the world and it is decreed by the almighty God. 
Even the Sun and the Moon were once almost eaten away by Daar Sathong in the olden days. Hindu 
mythology dwells on how the Dragon's Head or Rahu eats away the Sun and the Moon from time to 
time. When the Sun and the moon are eaten away it is called the eclipse. The Lepcha poet reminds us 
that even the Sun and the Moon are eaten away. Landslides occur on the mountains and the hills. 
Wildfires destroy the forest. Storm blasts mow down the trees. The day becomes night. The daffodils 
that burst forth with the day break droop when the barred clouds bloom the soft dying day. 

The Lepcha poet says - 

We are born to die 

It is the rule made by the Almighty God. 

The Lepcha mind is aware of the brief stay of man on earth and of the transitoriness of 
everything in the world and of the world itself. The western culture reacted to this transitoriness of 

the world preaching Epicureanism-Drink Life to the lees; eat drink and be merry. But the Lepcha 

reaction to the awareness of the transitory nature of the world is different. This has been depicted in 
a powerful lyric entitled Human Life. True that man's life is as short as the stay of the morning clouds 
in the sky, the stay of the flower in the garden or the shiny dews in the arum leaf. But in that case man 
should be as beautiful as the flower in efflorescence as the cloud aglow in the morning sun or as the 
dew drops deposited at dawn dazzling like diamonds. In short man should make his life as beautiful as 
possible within the short span of life. He must not look forward to any life beyond death and leave his 
duties for tomorrow. Hence the poem Human Life exclaims over and over again that no one knows 
the future. True that life is short. But we could make life here and now as beautiful as that of a flower 
or a cloud or a dew drop. The Lepcha poet knows that the world is also transitory. But it is not harsh. It 
is like the garden where flowers bloom. It is like the arum leaf in which the dew drop shines. On 
another level the world is like the skies blue and boundless. There we appear like trailing clouds of 
glory emanating from the god of gods Kanchanjunga or Kingtsoomzaogboo. But our lifespan is as 
short as the stay of a dew drop on the arum leaf or of the cloud in the skies or of the flower in the 
garden. The Lepcha poet reminds us that nothing can be taken from the world. We come naked here 
and we go naked hence. This is what a Hindu has to realize to become a sannyasin. But the Lepcha 
people have an innate realization of this truth. They did not learn to possess. Food clothes and shelter 
are all that these children of Nature look forward to.They are the tribe of sannyasins withal. In fact it 
seems that the earliest stage of human civilization was predominated by the tribes of sannyasins who 
lived on roots and fruits whatever Nature gave them out of her bounty. With the roll of time man 
gradually drifted far off from this truth. It was the love of possession that brought about what we call 
civilization. It was the lust for possession that made man more civilized and the architects of the two 
Great Wars. The Lepcha poetry lingers on earth to remind us of the truths that awake during the 
childhood of human civilization to perish never. 

While meditating on death and transitoriness of the world Lepcha songs are deeply philosophical. 
The world where we live is like an arum leaf and we are dew drops in it with our megacities and 
shopping malls. This shows that the Lepcha poet is intuitively aware of the multiverse where 
countless universes twinkle for a moment and then vanish .But the Lepcha poet reminds us that our 
thoughts on life are greaterthan the stars in the skies. They are not as short-lived as our life on earth 
or as the life of stars as well. The Lepcha poet wants us to wake up in the truth that the body might die 
but our thoughts do not and our souls do not. And we must find our way to Poomju or make it.The 
Lepcha poet tells us- 
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From time immemorial 
The Beloved Children of Mother Nature 
Your ancestors are waiting 
At Poomju your home in the Himalayas 
With arms open 

The Lepcha people do not have any notion of hell. Because they do not have any positive law. 

Positive law always speaks of negation—This thou must not do.Or....That thou must not commit. 

But is there any positive law to rule the family? Each member of a family knows what his dos and 
don'ts are. To that end any enactment of law has not been necessary. Similarly the Lepcha people 
needed no positive law and no one sins among them. With the advent of civilization positive laws 
were enacted and sins were born, jails and hells were created. Lepcha poetry could lift up our souls to 
the heights beyond the dichotomy of modern civilization - to the heights of Poomju. 

Dzongu of Sikkim -green woodlands lorn with orchids in full bloom surrounded by the snow-clad 
summits of the Himalayas is the incarnation of Poomju upon earth. Dzongu is to the Lepchas what 
Jerusalem is to the Christians and Vrindavana to the Vaisnavas. 

But it is a pity that modern civilization is out to destroy the sacred niches of man. Every nation, 
every culture has the right to live in this world. This is what the human rights and the UN Charter 
profess. But it is a necessary charecteristics of modern civilization to preach what it does not practice 
and to practice what it does not preach. It is all for large populations and for large quantities and 
abstract notions where individuals are ignored, small ones are ignored and quality is ignored. When 
churches, temples and mosques are desecrated there is a worldwide furore but when the lonely 
splendour of the sacred Dzongu is molested, when the sacred rivers springing from the heaven, 
Rangeet and Teesta are dammed, no voice of protest could be heard from the UNO, from the Human 
Rights organizations. This is because the Lepchas do not have political power or money power or 
muscle power. Theirs is a small community. The world does not know that small is beautiful. Even a 
small community could achieve great things. But the world is forgetful of that. The world is more 
concerned with communism, capitalism, pantheism and the like and never pays heed to the small and 
the individual and the individual's beliefs. The world might take care of the vast Buddhist viharas and 
cave paintings of Ajanta and Ellora where may be snakes and fairies are carved. But real forests, the 
real mountains and their caves with real pythons and cobras, the truly holy places haunted by gods 
and fairies, sacred and secluded are sacrileged in the name of democracy and development. 

Consequently the Yel Malee bird darting here and there in the evergreen forests generations 
succeeding generation finds its ancestral home and traditions encroached and tampered and 
mutilated and transgressed. The bird complains that many a hunting birds have migrated into its 
ancestral land. They try to drive away the Yel Malee bird from its homeland. Besides there are alien 
birds come to its native forest that breed so many youngs that the native birds of the forest become 
outnumbered. The Numprick Fo birds have arrived in the native land of the Yel Malee. The latter have 
been made to forget their native tunes, notes, songs and dances by the stranger Namprick Fo birds. 

This is a cruel allegory. It speaks of how the Lepchas have been outnumbered in their homeland 
because of strangers migrating there. Their native religion, native tongue, native dress, in short, their 
native way of life is being made out of joints. What is true of the Lepchas is true of the Maoris of 
Newzealand or the Red Indians of America. But this is not all. Human race all over the world is being 
uprooted from its tradition along with the flora and fauna of the earth. Yel Malee Bird gives a tongue 
to the groans of the existence. 

The small volume of Lepcha songs has, structurally speaking, four distinct parts. It opens with 
invocation to deities that belong to Nature itself. They are not the gods of the hills or lakes. The hills 
and the lakes and the rivers are themselves gods. The Mount Kanchanjunga is the god of the gods. The 
snow-capped Kanchanjunga is what the philosopher Emmanuel Kant calls sublime. It is so vast, it is so 
great, it is so effulgent, it doffs and dons so many hues, it excelsiors the forests and hills and reaches 
such dizzy heights touching the skies that it baffles our imaginations. It is something that is beyonds 
our imagination. This Kanchenjunga is the creator of the universe. Presently after the invocation, the 
most significant rituals in the life of the children of snow, the Lepchas such as the ir birth, marriage and 
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death have been delineated with great vividness. Meditation on death and the transitoriness of the 
world have led the Lepcha bard to dwell on eschatology. Although the Lepcha poets celebrate the 
union of bodies, they do not fear death in a song which we have already referred to. The hero goes off 
to death in an attitude. The heroine is ready to leap into fire for her sweetheart's sake. It appears that 
the Lepcha bards believe in a soul that survives the body. Presently after death the soul returns to the 
ancestors. The latter welcome the soul with stretched arms. But this is not all. 

In a song a bird recounts its previous birth. It suggests that the Lepchas, the children of snow believe 
in transmigration of the soul. In the third section of the volume of the song, the Lepcha lyricists speak 
in the parole of the birds how they are being out numbered by strangers migrating into their land. 
The Lepcha poets bemoan the fast erosion of their traditional culture their language, their clothes, 
their age-old beliefs, in short, their ways of life. The use of the persona of the birds to give a tongue to 
the groans of the Lepcha people speaks of consummate Lepcha poetic art. It would be very 
sentimental if the Lepcha poets had spoken in their own person or parole of the desperate situation 
into which they have been thrust by blind fate or by history. But the story of Lepcha people and 
culture is not destined to end in laments. Hence the fourth part of the volume of songs. 

The Lepcha poet celebrates the Lepcha New Year with fresh visions. The youngs move from one 
house to another in the Lepcha villages announcing that the Lepcha New year had come. They must 
awaken to the exigency of the hour to uphold Lepcha values, Lepcha culture, Lepcha tongue and the 
like. The youth must take the oath that they would keep up their Lepcha identity. They should 
remembertheir glorious past. The Lepcha people never invaded the native place of any other people 
or culture. But when the King of Bhutan attacked Lepcha habitat, the Lepcha king Pano Gaeboo 
Achyok of Damsang heroically resisted the invaders. The Lepcha people had built impregnable forts 
to defend their motherland from foreign aggression. The Lepchas fought under the command of King 
Gaebo Achyok and braved death like heroes. The Lepcha poet tells us that the King Gaebo Achyok 
though physically dead is still very much alive in spirit. He is with the Lepchas in their battle for 
identity and survival against the invaders who seek to wipe the Lepcha culture from the cultural map 
of the world. With this battle cry the volume of songs ends. This clearly speaks of how deftly the 
editor once upon a time a Major in the British Army arranged the folk songs thematically as it were in 
a battle array. Hats off! Major! The readers are now waiting with bated breath to witness the heroic 
war on the cultural and spiritual plain for the identity of the Lepchas. 

But the volume is not meant for the Lepchas only. Under the impact of modernization, globalization, 
capitalism, science and technology every culture, every people in the globe faces identity crisis. And 
the volume of Lepcha songs under study raises battle cries against this dehumanizing situation of the 
world. 


Aachuley! 
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The 189 th Birth Anniversary Celebration of Thikoong General G.B.Mainwaring, 

The Champion of Lepchas and the National Seminar on the Recovery of Lepcha Language, 
Literature and Culture on 18 July 2014 at Poloongdong, Sokhiyam, Darjeeling Hills 

The 189 th Birth Anniversary Celebration of Thikoong General G.B.Mainwaring, the Champion of Lepchas 
and the National Seminar on the Recovery of Lepcha Language, Literature and Culture took place at 
Poloongdong, Sokhyam, Darjeeling Hills, West Bengal on 18 July 2014. 

Shri S.K.Thade IAS, the Principal Secretary, Tribal Welfare Department, Government of West Bengal was 
the Chief Guest of the day. He was received very warmly by the Chairman, Mayel Lyang Lepcha Development 
Board, at the main gate. Astreet lining by the Lepchas from the main gate to the hall, welcomed him. 

On his arrival at the Hall, Shri S.K.Thade IAS inaugurated the new impressive pucca ‘Thikoong General 
G.B.Mainwaring Multipurpose Building.” 

A commemorative book “Thikoong General G.B.Mainwaring, the Champion of Lepchas and the Recovery 
of Lepcha Language, Literature and Culture” was very kindly released by the Chief Guest. The longstanding 
wishes of many scholars and the fans who very dearly wanted to a see a commemorative book on Thikoong 
General G.B. Mainwaring has been successfully fulfilled and meet. 

During his brief address to the Lepchas, Shri S.K.Thade gave his words to support the Lepchas of West 
Bengal intheirsocio-economicdevelopmentwork. 

Thikoong General G.B Mainwaring’s famous and compelling “Preface and Introductory Remarks” to his "A 
Grammar of Rong (Lepcha) Language as it exists in Dorjeling and Sikim Hills, 1876 is reproduced in the 
Commemorative Book. Please read it. 

It was his protest narrative; he stood up and spoke, loud and clear, for the cause of the down trodden 
indigenous Lepchas in his “Preface and Introductory Remarks, 1876”. 

Thikoong General G.B. Mainwaring is the person who gave larger perspective to the philologists, linguists 
and research scholars on the languages of the world in general and North-East India in particular. His Lepcha 
Grammar is definitely very useful and probably, a must to the philological world. 

The “Ode to Thikoong General G.B.Mainwaring”, a CD was also released at same time. 

The following scholars and linguists presented their very interesting, informative and educative papers on 
the day. 

Ren Saibal Sengupta, a Research Scholar, Assam Don Bosco University,Guwahati, presented his papers 
on the “Rong Ring, the Language born out of existence”. 

Ren Denis Lepcha, a scholar and historian, St. Robert’s Higher Secondary School, Darjeeling spoke on 
the "Lepcha Language under the subaltern politics of different communities and the role of Thikoong General 
G.B.Mainwaring as a preserver of the Lepcha Language”. 

Dr.D.C. Roy, a scholar and the Head of Economic Department, Kalimpong College presented his papers on 
"George Byres Mainwaring-ATreasure of Information forthe Lepchas”. 

Ren D.T. Tamlong IAS (Retd), Darjeeling spoke on the “Challenges in the development of Lepchas”. 

Renyoo Minket Lepcha, a young Lepcha social worker, spoke on the Lepcha priests and the need to 
document their traditional Lepcha knowledge. The title of her presentation was “A man with golden boots and 
magical hands”. 

Dr. Tapan Kumar Das, a scholar from Kolkata spoke on the origin of Lepcha race and their DNA. 

Professor Prakash Chandra Pattanaik, the Head of Department, Modern Indian Languages and Literature, 
Delhi University spoke and unlightened on the importance of Lepcha oral traditions. It was very kind of him to make 
a very clear concluding remarks on the 189 th Birth Anniversary Celebration and the Recovery of Lepcha 
Language, Literature and Culture at the end of the day. 

Dr. Ratnottama Das of the Modern Indian Languages and Literature, Delhi University and a young 
Assamese novelist, presented a paper on the need to conserve the Lepcha cultural heritage using different' 
methods, techniques and ways of documentation for posterity. 

Ren Saldong Lepcha, a linguist from Gangtok spoke on the history of Lepcha language and literature. 

Shri J.B. Mangrati, WBCS (Retd) presented an old Lepcha folksong and played a Tungdyoo during the 
Seminar. 
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The following Lepcha scholars, poets and linguists also contributed valuable articles and poems to the 
commemorative book: 

RenP.T.Lepcha,BhashaSamman,Kalimpong. 

Ren O.T. Lepcha, Kalimpong. 

Ren Kachyo Lepcha, Assistant Professor, Government College, Gyalshing, Sikkim. 

Ren Sanam Rinchen Lepcha, Assistant Professor, Government college, Gyalshing, Sikkim. 

Ren Saldong Lepcha, Gangtok, Sikkim. 

Ren Dup Shuzong Lepcha, Kalimpong. 

Ren Peter Lingdamo, Darjeeling. 

Renyoo P.C.Thomas Lepcha, Assistant Professor, Government College, Tadong, Sikkim. 

Ren Palden Lepcha, Kalimpong. 

Ren Dhendup Adenmoo Lepcha, Gangtok. 

Renyoo Dukit Lepcha, Assistant Professor, Government College, Tadong Sikkim. 

Renyoo Dikit Lamu Lepcha, Government College, Tadong,Sikkim. 

Renyoo Phukit Lepcha, Dzongu, North Sikkim. 

Renyoo Oonglim Adenmoo Lepcha, Mayel Lyang. 

Lapon Sonam Tshering Lepcha, Padmashree. 

Ren Phurzang Sungdyangmoo Lepcha, Hungree Gamboo, Sikkim. 

Ren Rapden Lepcha, Kalimpong. 

The Lepcha oral traditions and literature was introduced in the beginning of the programm; a Boongthing, 
Lepcha priest’s prayer and ovation to Thikoong General G.B.Mainwaring; this was followed by Renyoo Premkit 
Lepcha’s Aprya Vam, an ancient traditional Lepcha folksong. The Lepcha students from St. Joseph’s School, Git- 
Dabling, Kalimpong sang the Lepcha Anthem and it was followed by the presentation of Ode to Thikoong 
General G.B.Mainwaring” by the young Lepcha artists. This song is gaining popularity in Mayel Lyang now. The 
audience also enjoyed the other varieties of Lepcha folk oral traditions like folksongs, dance, one act play, 
recitation etc. 

The following were also exhibited on the day: 

a) Ancient Lepcha manuscripts. 

b) Lepcha Publications. 

c) Lepcha herbarium by Ren Saibal Sengupta and his two students. 

The Chairman, Mayel Lyang Lepcha Development Board in his speech said that the Board will arrange to 
reprint Thikoong General G.B.Mainwaring’s “A Grammar of Rong (Lepcha) Language as it exists in the Dorjeling 
and Sikim Hills, 1876”, a rare book, for wider circulation among the Lepchas and the lovers of Lepcha language, 
literature, culture and history. 

Thikoong General G.B.Mainwaring wrote “to allow the Lepcha race and language to die out would indeed 

be most barbarous and inexpressively sad. Is there no one that will help them?” ... . . 

The Lepchas of today first and foremost got to help themselves to promote their very rich and ancient 
Lepcha language, literature and culture. They must wake up with creative thoughts, attitude and ideas to 
promote their language, literature and culture and it comes about with dedicated hard work, consistency and 
determination. Please come forward, joins us to promote and enrich the very rich and ancient Lepcha language, 

literature and culture in this beautiful Himalayan region. 

It is encouraging that historians, scholars, linguists, artists and leaders are working hard and are giving 
their best for the promotion of the Lepcha language, literature and culture today. A high quality attendance on the 
Thikoong General G.B.Mainwaring 189 th Birth Anniversary Celebration at Poloongdong on the day showed, 
demonstrated and proved that a lot of interest is being taken and generated in the promotion of Lepcha language, 

literature, traditions and culture. , „ . , , . . . 

The following persons and their colleagues deserve a big thank you for their wonderful, marvelous and 

outstanding administrative support and arrangements to make the 189 th Birth Anniversary Celebration of 
Thikoong General G.B. Mainwaring and the National Seminar on the Recovery of Lepcha Language, Literature 

and Culture a complete success on the day: 

a) Ren Yusuf Simick, Vice-Chairman, Mayel Lyang Lepcha Development Board. 

b) Ren DorjeeT. Lepcha, President, Indigenous Lepcha Tribal Association, Headquarters Kalimpong. 

c) Ren G. Namchu IAS, Member Secretary, Mayel Lyang Lepcha Development Board for the impressive 
Thikoong General G.B. Mainwaring Multipurpose Building at Poloongdong. 

d) Ren Sangay Dorjee Lepcha, President, Sokyam Thom Shezoom. 

e) Ren Kalden Lepcha,Member, Mayel Lyang Lepcha Development Board. 

f) Ren Dhendup Adenmoo, Gangtok. . . , , 

' A Senior Correspondent. 
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Ren. P.T. Lepcha, in the middle, offering his prayer 
to Thikoong General G.B. Mainwaring at the 
beginning of programme. 



The dignitaries are seen releasing the commemorative 
book on Thikoong General G.B. Mainwaring. 



A glimpse of Lepcha audience on the day. 


Shri S.K. Thade, IAS, Principal Secretary, Tribal Development Department, Government of 
West Bengal, addressing the gathering at Poloodong 
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Professor Prakash Chandra Pattanaik, Head of Department, Modern Indian Languages and 
Literature, Delhi University is seen addressing the Lepchas at Poloongdong. 



Ren Saibal Sengupta, Assam Don Bosco University, Guwahati. 


Dr. Tapan Kumar Das, Kolkata. 


Six young Lepcha singers 
from Kalimpong 
presenting the " Ode to 
Thikoong General G.B. 
Mainwaring" 
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Ren Saldong Lepcha, a Lepcha linguist, Sikkim. 

Dr. Ratnottama Das, Modern Indian Languages and 
Literature, Delhi University. 



Ren D.T. Tamlong IAS (Retd), a Lepcha scholar. 



Dr. D.C. Roy, Kalimpong College. 



Lepcha Students from St. Joseph's School, Git-Dabling presenting "Lazaong", a syllabic scheme; Thikoong General 
G.B. Mainwaring mentioned about it as the Lepchas "Power of Words". 
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Poloongdoong, Sukhia Pok 


The artists from the Cultural Cell, MLLDB, presenting a Lepcha song. 
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Ren O.T. Namchu Lepcha is seen reading Naamtho- 
Naamthaar, an ancient Lepcha manuscript. 
















A scene from the Lepcha 'Mikmyer', one act play organized by Renyoo Diki Lamu Lepcha. 



Lepcha youths representating the Lepcha Association, Darjeeling Branch are seen entertaining with a 

Lepcha folk dance. 
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_Mangar 

MANGAR TRIBE 


Mangar tribe is settled in different parts of India. Mangars have their own unique language, script, 
dresses, culture, and customs. Every Manger family is responsible towards its protection and 
preservation. Mangars are one of the oldest tribes but no organisations had come forward to work 
towards its preservation. Therefore with this objective on 9 June 2002 'Akhil Bharatiya Mangar 
Sangh' (ABMS), a national level organisation was formed. For the first time in 2003, Akhil Bharatiya 
Mangar Sangh put forward its claim in the Tribal Department to declare the Mangars as a Scheduled 

Tribeof India. 

Mayel Lyang Lepcha Development Board has brought together various communities and the first 
issue of Teesta Rangit Multilingual magazine was launched. We appreciate and respect this effort. 

For the next issue of magazine we have documented on the folk songs and dance which also gave us 
an opportunity to learn duringthe process. 

The reference of our website is abmsindia.org 


MARUNI DANCE 


Maruni Dance is the most favourite cultural dance of the Mangar community. It has been running for 
ages. The musical instruments used in this dance are Madal, Cymbal and flute. The dance troupe 
consists of about seven people: two drummers, one cymbalist, one flutist, two dancers and one 
clawn. The drummers play an important role in the dance. There is a masked clawn in the dance 
whose role is to bring gaitly by producing humour in the whole dance. 


HURRADANCE 

Hurra Dance is one of the favourite Mangar dances. Male and female dancers perform this dance 
with arms around each other. Madal, flute, etc are used as instruments. Hurra dance depicts the pain 
and sorrow, anxiety of the people by making songs about them and dancing on it. The Hurra dance is 
believed to have emerged from Maruni Dance. The Dewsey dance, Sailungay dance and competitive 
songs are accompanied by Hurra Dance. Formely, the dance consisted of those steps but nowadays, 
one step dance has become favourite. The right foot steps forward and takes one step backward. The 
dancers form a circle and placing their hands on each other perform the dance. 
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MARUNI SONG 

Champ has flowered and the Guras, too 
Monthly and Annual nature, 

Sings late and late, 

Dances-late and late 
Beating the oblong madal. 

Yours and my culture. 
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HURRA SONG 

Come friends la-hai-let us dance 
Celebrating the Mangar festival, 

Making the country happy. 

Adhi river la-hai-listen please. 

Celebrating the Mangar festival 
Making the country happy. 

In the market la-hai-roaming around three times, 
Eating soyabeans. 

Making the country happy. 

Every heart la-hai-playing harmonium, 

What you think-la-hai-does not materialize, 

Love for life-making the country happy. 

Tribals la-hai- Scheduled Tribe becoming. 

Welcome welcome-making the country happy. 
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Mangars ladies dancing to their folk tune during a 
Mangars National Seminar. 



Mangars performing their traditional Maruni folksong 
and dance during a function. 



Visit of Dr Nandini from Kolkata who is doing her research work on Mangar Culture and Traditions 


155th Baisakhi Purne Puja on 14.05.2014 


Mr Ashok Khapangi Mangar. The nominated member by 
ABMS who translates all articles into Mangar scripts 
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AN INTRODUCTION TO 

NEWARI TRADITIONAL FOLK SONG 

FOR CHILDREN 

Yogbir Shakya, KALIMPONG 


Many traditions that are in vogue at the present have been preserved orally. These traditions have been 
rendered alive as each generation spoke them out to the next. Folk tradition too falls within the ambit of 
traditions that are handed down orally from one generation to the next. One aspect of such folk tradition is 
the folk child/nursery rhymes. By folk nursery rhymes we understand those verses/songs that have been 

recited and sung for infant and toddlers. Like other peoples, Newaras too have the custom of nurturing 
and raising their young ones by singing songs. Such folk songs for the children are sung to suit the various 
needs of young ones. There are different songs for different circumstances. Songs based on psychology 
expand the information base of the children. Some songs let the children know about their relatives. Other 
songs are derived from nature and take the children through flights of fancy. Folk songs for the children are 
very simple. The songs for such songs may always not be the same ones. 

Depending on time and place these songs are redolent of the provinces that they are sung in. For example 
some varieties of lullabies are as follows: 

Dhuku nani dhuku 
macha chamma dhuku 
dhuku dhuku dhuku 

Dyaon babu dyaon baburaja dyaon 
yahamha raja dyaon baburaja dyaon 
dyaon dyaon dyaon 

Sons are called baburajas and similarly the daughters are addressed as maiyaranis. These lullabies have 
a certain rhythm about them and they contain words that are repeated again and again. 

When children learn about the various types of foods a lullaby in which they are promised a house made 
of different goodies is sung like this: 

Ka macha chamma dyaon nha dyaon 
Jhi nani jnani jusa nhugu chhen danabi 
Pyaramari ya pau chhunua Yomari ya gaju chhui 
Manbhog ya cha deyka Bambesan ya appachhui 
Sakhah chini ya ban ilah duru dhasa lah nha 
Ka macha chhhama dyaon nha dyaon. 

Such songs apart from acquainting the children about the different shape/textures of sweets and also improve 
their imagination. 

In the same fashion after the babies are bathed and oiled their legs are crossed over and pulled up to heads to the 
accompaniment ofthis rhyme: 
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Chi pau malay pau bhagi 

Chi pau chikan pau bhagi. 

Here the word 'bhagi' means to bow in the Newari tradition people how to each other. There is also the 
custom of worshipping the self. The next day of the Laxmi pooja is considered by the Newars as the New Year 
Day. On this day the self is worshipped and this is called the ' Mha pooja'. Many knowledgeable people believe 
that this practice of uttering the word 'bhagi' in the lullaby is a reflection of this Newari tradition of worshipping 
the self. 

Making the child eat also is an art. There is no guarantee that the child will eat just because it is hungry. This 
song is sung when it is feeding time for the chi Id. Pointing at other people or imaginary ones the mother sings. 

Nana chantchhapay 
Nana chant chhapay 
Mant mant jimi babun phuka nala,hamu. 

Talin talin chhaye 
Bhabaseowaney 
Yomaa yakeydakaya 
Chai nyana hamu. 


In the Newari tradition even infants accompany adults to the different temples of gods and goddesses. There 
the small ones do not take active part in the worship. They merely look on and bow. While the children return 
from temples they are pampered with sweets. The above-mentioned characteristics their customs. Thus an 
entire mode of life is expressed in such songs forthe young ones. 

Ha chiku Paju Malju 
Sanga phayaka bui wa 
Sang-hotan phey wala 
Makah chyaka bui wa. 

In the older time Newar businessmen went to Tibet to trade and they brought with them these 'Sanga quilts. 
Once an infant learns to sit, it sometimes dozes off. This song is sung forthe dozing child. 

Thukey ukhey dhyechui sala 
Bubun uppo tonkichhu 
Bajya Aji wa-phey day a wala 
Chhayechiya pwa gana du gana. 

Haita haita salacha 
Baney waimha kisicha 
Layen waham lyasecha 
Jimi babuyata pyasicha. 

The infant swaddling is compared with the movements of the horse and elephants and the child is soothed in 
this fashion. If the infant is a daughter then they sing let that boy who comes walking down the road be just the 
right one for ou r girl. 

When a child first learns to walkthis song: 

Tayeti sala tayeti sala 
Swaye swaye babu 
Wa babu wa wa 
Wa hera wa wa 
Wa duneyjaki du 
Yakan yakan wa. 

If the child is a girl then the babu is replaced by maiya. Wa could mean both 'come' and 'paddy'. The act of 
walking itself could be used to explain about the different occupations. 

Lhoun tachhyaye cha tachhyaye haku maicha, 

Barey Mali keyan thulu maye kayenja, 

Thain waila kaney waila haku maicha. 

The labourers work in the field of Barey(shakya,male) and mali(shakya,female).these shakyas have customs of 
cooking black dal and rice. This song is based on that tradition. 

Sometimes a crying child is soothed with this song: 

Macha khola yo Maal duru tonka wa. 


m TEESTA RANGIT SEPTEMBER 2014 




03 

nhacha nasey khoya chongujyalan swowa. ^ 

If the child does not stop crying even after it is fed on milk then this song is sung mostly in the nighttimes. 

Kuneysu wala ? 21 

Dhapla khyaha' 
chhuya wala ? 

Khomha macha na wala. 

La naye makhu. 

Hi twaney makhu 

Khomha macha ney. . 

Hun khasu suna thani? 

Wa duney Suldyo 
Suldyo ya nipa tuti bhagi. 

The child is also shown the sun and the moon to distract 

Timila bhaba timila bhaba 
Papa chhunala? 

Chhanta bapajita bapa, 

yinabyuwa, 

gana waye, gana waye? 

bhutun pwalen wa 

mipuemipue 

hasan gala wa. 

The differences between the cloud and the sun is expressed in such songs. The roundness of the full moon is 
compared to a chapatti. In addition to all that, practical knowledge that there is fire inside the oven and that the 
fire can hurt is also conveyed through such lullabies. 

The examples of such songs that I have given are both current and universal. Newari folk songs for the children 
help us lift the curtains from various facets of the Newari lifestyle and equip us to understand them better. 
However one cannot also deny the fact that due to the availability of various modern means such traditions are 
slowly dying out. 

In this cursory treatment of the role that traditional folk songs and rhymes play in the Newari society. It has not 
been possible to do full justice to the rich body of such practices prevalent in Newari culture. Such treatment for 
example would also have to touch upon other aspects of oral culture such as traditional riddles, folk tales, 
devotional songs and the like. For in them too we will find a treasure trove of material to research and expound. 
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A Newari folkdance 



Shri Yogbir Sakya giving a radio talk 
on the Newari folksongs, dance and 
music at Gangtok 


A Newari Lakhey folkdance. 


TCE^f^ANGlTsEPTtMBE^OM^J 






















Sherpa 


Forgotten Sherpas 1 


-Nima Tshering Sherpa 

Co-coordinator - General Secretary 

"All Sherpa Buddhist Development Association" 
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The word "sher" means "East" and "Pa" means "People". So the word "Sherpa" basically means 
people from the East. For many decades Sherpas are residing in the hilly region of Darjeeling and other parts 
of the world. From the beginning and now, agriculture and mountaineering are the only key sources of 
living. They do hard work with their great honesty and loyalty. About 80% of Sherpas' living standard remain 
unchanged still in the 21 st Century. Only the remaining 20% of Sherpas have a good living standard of life. For 

the upliftment of the Sherpas - 

Government must look into this 
matter seriously because the Sherpas 
are the only people who hold and 
make historical records in India and in 
the world. As we know that the Sher¬ 
pas are well known by the Mountains. 

The first notable and successful 
Everest Climbing Sherpa was -Tenzing 
Norgay Sherpa. When in the year of 
29 th May, 1953, Tenzing Norgey Sherpa 
accompanying Sir Edward Hillary who 
first reached the summit of Mount 
Everest, the world got a pleasant 
surprise and was astonished. Only one 
question was heard 'How'! By mid 
1980's, Sherpas had climbed Everest 
many more times than the 
Westerners. Any Rita Sherpa, the 
most well known climbing Sherpa has 
climbed Everest ten times without 
oxygen. Apa Sherpa has reached the 
summiteighttimes without oxygen by 
1997. In 1993 Passang Lamu Sherpa 
became the first Sherpa woman to Tenzing Norgay with his Wife and Ch.ldren -1953 

summit Everest. Kushang Sherpa has climbed Everest using the four different routes to the summit of 
Everest. In 1998 Kazi Sherpa summited Everest at 20.00 hours. And in 1999 Any Babu Sherpa spent 20 hours 
in the summit of Everest. "Legends can't be made but they are born", so, Tenzing Norgey Sherpa got the 
legendary title "The Tiger of Snow". 

Like every coin has its two sides, in the midst of all those combinations of dreams in conquering the 
peaks and creating records many lives were lost. Most of them remain unnoticed. Due to the ignorance on 
the part of Government and media. Every year nearly hundreds of Sherpas die. This brings untold sufferings 
and sorrows for those families, for some of the families this is the only means of livelihood. What could be 
more tragic and distressing to a mother than loosing her only son. Da Cheki is the mother of Mingma Tenzing 
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Sherpa who died in the base camp with sixteen (16) others on 17 April 2014. Da Cheki is drinking 
heavily to get over the sorrow of her only son's death. Mingma had a dream of building his own house, 
but everything have been shattered. Simultaneously, in the month of March 2014, another Sherpa 
climbing guide Dawa Wanchuk Sherpa along with his brother Mingma Dorjey Sherpa who 
accompanied Chanda Gyan died in an avalance. His newly young wedded wife is only hoping that he 
will come back to her. This is one of the many incidents that have occurred. According to Himalayan 
Database, 174 climbing Sherpas have died while working in the past decade in Everest alone. This is 
probably the only service industry in the world that so frequently kill and maim its workers. 

Risks looms large every season before the first paying client leaves the base camp with teams of 
Sherpas. Criss-crossing the routes to Everest several times, bringing ropes, tents, oxygen bottles and 
other supplies to camps further up the mountain. The author of the book "One Mountain Thousand 
Summits" Wilkinson rightly says that "the whole system rests on their hard work". 

The year 2014, could be regarded as the bloodiest year in the history of Everest. Now the 
question that arises is - Is the hard work being appropriately paid off? With a low pay and the 
insurance money being paid to the immediate dependent of a deceased Sherpa Mountaineer 
normally very late, make their life really difficult. Although the Sherpa Mountaineers are very brave 
and making valiant efforts for their survival, the unpredictable hazards of the mountains are always 
lurking in front of them. 

Things need to be changed forthe betterfor all the Sherpas living all over the world. 

The identify of Sherpas is defined by their religion because Sherpa people are deeply related 
with Buddhism, their culture, traditions and language. The monastery called "Sherpa Buddhist 
Gumpa" was built in 1924 in Tungsung, Darjeeling. Likewise there are so many government records 
upholding the Sherpa people residing in this country before India got the Independence. This is the 
true identity of indigenous tribe. They are totally dependent on Nature so Nature also defined Sherpas 
as a Scheduled Tribe in the year 1950 by the Government of India. This is the true testimony of identity 
ofthe indigenoustribe,theSherpas. 
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%mm ‘1%’q^ m*fl^i^r5 ^T^ImicR-hi (^i^) qf%^ iqtqfqTqrqT *53 I 

qtqf Mmm ^Prqrqt q>§qq>T qrsq 3<w«h qPr yqiPid I wk mi^Ti qfrq> ^qqr^rt qi%eft 9f°ftqq Pr&iisiT^^i 
^ ^ qr# ^ ^ ^ ^ ^ w%q qT^q 3 ^ p, I ^ ^ ^ 

q : 5qq^ 'dd’H<q ^'f^TFTqT^?tqf^l’4l'HI i<.cs mPi M^iPm I 


^ftqqrqqlqq, qqTcfr wn qftqq, qri 
qq. qq.qrt^cfr, *nm : f^f^qraqqf 
3 . 3 ^rqpJiq ^3 Oq’qT), dMI<?n qipjcddi 
■qq r©°3 I 

x. ^.^t. 3^5 Oq^qr.), i^qraqq foref : 
f^fqo^qF^^rq^q.qq I 


: qi^i sw I 

t,: ^PuiqqPet’H'rf,'qqI 

■q qqq qnqqrqrgT; qqrqqqr^tq ti§tt wfriBM, 


q^-R, 3^5- R, 


ty qqq xnulcis- qtq 
qqq^R.qq w*. 

q.q. ^TRT, ^ J M<H 


r.), Piqfoi, 'q^fq 




3t^j- 'w, qf^nq fqfeq : fqqfar 




3- q- ^1 

ra^, q. q. ^ 





The Sherpa youths are seen dancing to their traditional folk tune. 



Two young Sherpa ladies are seen singing an old Sherpa folksong. 
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_Tamang 

TAMANG TRIBAL CULTURE: 

SONGS AND DANCES 


Dr. Jas Yonjan 'Pyasi' 


The Tamangs are one of the principal Tibeto-Burmari speaking tribes in the Sub-Himalayan 
region of India. Though densely populated in the Darjeeling District of West Bengal, the Tamangs are 
also scattered almost ail over the States of India. The Tamangs have a rich and splendid culture which 
distinguishes them from other ethnolinguistic groups. They have their own language, literature (script 
in origin was Tibetan but later adopted Devnagiri script as in India and Nepal), religion, 
traditions,custom, songs and dances. But here is an attempt to focus on the Tamang songs and dances 
only. 

Songs and dances of the Tamangs have their origins in mythology. According to the Tambas 
(Poet-Historians of this tribe), Tamang songs (WHAEE) and dances (SHYABA) are originated from the 
time of Lord Shiva. The Tambas, while narrating about the creation of DHAMPHU (an one sided finger 
beating tambourine which is the main musical instrument of the Tamsngs), take the name of Peng 
Dorjee (symbolically Peng Dorjee refers to Lord Shiva).The story begins like this: 

"One day Peng Dorjee and his Senrji Ruisang (beloved Parvati), while taking rest after a walk 
somewhere in the jungle of the Himalayas, Peng Dorjee saw a wild-goat in the near distance. 
Immediately he had a desire to kill the wild- goat. He aimed his arrow and killed it. But his Ruisang felt 
pity on the panically dying animal. She even scolded Peng Dorjee for his cruelty. 

Peng Dorjee became stunned seeing his annoyed beloved. He begged for pardon. But Ruisang 
said that until and unless he did something memorial for the poor creature, he would never be 
delivered from this sin. Then Peng Dorjee, confessing for his sinful act, assured his near and dear 
Ruisang to create a memorial. He skinned the wild-goat. After that the scraped the skin. Next day, he 
made a ring out from a bough of mountain ebony (Bahunia Variegate) and thirty two nails of bamboo. 
He overlayed the wooden ring by the kin and nailed around the ring. He also fixed a split can of bamboo 
(nearly 34 inch in breadth and 2 to 234 inches long) in the lower part of the ring from outside where the 
middle finger of the holding hand would give onetime beat. On completion of that musical instrument, 
he played with the finger in three beats. The first beat and third beats he played with his open hand 
which sounded as 'Dhung Dhung'. Peng Dorjee felt himself in making an instrument as a memorial of 
the wild goat that he had killed. He also thought that he has been able to create the instrument by the 
blessing of the Goddess of Music. So, at first, he prayed to the Goddess of Music, playing and dedicating 
his instrument. Peng Dorjee had an instrument but it had no name. One day, in the jungle Peng Dorjee 
was playing his instrument, composing songs in his own mood of ecstasy. He suddenly saw a Damphe 
(Pheasant) dancing to please his dear Munal (Impeyan Pheasant) few steps far in the pasturage. It was 
dancing, sometime shaking its crest, sometime making its head up straight and sometime bending 
down. Sometime the Damphe used to hop here and there and again stretching its wings and going a 
few steps ahead and turning back. Time to time, it used to dance rotating in one place. Peng Dorjee was 
amazed seeing the dance of Damphe and made up his mind to dance like Damphe playing his 
instrument. He practiced for some time. Finally he went before his Ruisang and danced singing and 
playing the instrument. Ruisang was really happy for her loving lad's song and dance. She was much 
more happy with the creation of an instrument from the skin of wild-goat. When she knew about the 
dance which was learnt from Damphe, she proposed the name of the instrument as "Dhamphu". Peng 
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Dorjee also agreed and then onwards the instrument is called 'Dhamphu'.Thus, one can easily and 
etymologically find out the derivation of word 'Dhamphu' from 'Damphe'. 

There are three types of songs in Tamang Community. 

i)Whaee ii)Rhama iii) Selo 

Whaee 

Whaee, which is strictly in Tamang language, always begins from "Prayer to mother" (matri 
vandana)suchas: 

Even to-day Tamangs in their 'Damphu sengba whaee' sing like this- 

Peng Dorjee Sen thanba 
Damphu Chhyama'tyap'dhruba 
Rabsi Cyama 'Dhung Dhung'pa 

Saraisati lala baza 


The high lighted sentence meant 'it is an instrument of Saraswati or the Goddess of muse: 

Amaile hoi amaile 
Amaile hoi amaile 

This prayer to mother has also different implications. Firstly it is a prayer to the Goddess of muse. 
Secondly, it is a prayer to Ruisang (Parvati) by whose reprimand 'Damphu' could be made and Tamang 
songs (Whaee) and dance (Syaba) came into existence. Thirdly, it is a prayer to one's own mother who 
gave birth to Tamang sons and daughters and makes them able to sing and dance. Fourthly and finally, 
it is a prayer to mother land where they are born and brought-up. 

In Tamang Whaee (Song) we can find the narration of the creation of this world, which goes like 
this-"ln a time, when there was no sky and earth, all of a sudden a Dorjay (Thunder bolt which is a 
symbol of the power of Creator) appeared from the air. The Dorjay was as big as the universe. Then, 
there appeared fire on the Dorjay and big water pond on the fire. Slowly white foam coagulated in the 
pond and turned into soil. Then it formed the Sumeru Mountain. From this mountain East, West, North 
and South of four quarters went in four directions. Human being started to come into existence in every 
quarter. Heavenly Gods in the sky. Snake Goddes under the earth and hunter Gods in intermediate 
space between the sky and earth started establishing their kingdoms. That is: 

Danbo tonba ransiriri 
Dorjay gyadam lun chyazim 
Lunli thori me chyazim 
Mela thori kui chyazim 
Kuila thori dul chyazim 
Dulla thori sa chyazim 
Rhigyal lonbo ganchyazim 
Linsilin thange chyazim 
Syarloli ghange chyazim 
Duwariduk mi chyazim 
Torse tenri ta chyazim 
Marse hogri lu chyazim 
Borse barri can chyazim 
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This type of whaee is called Tambala whaee. Description of Tamang rituals and social activities 
are also described in such whaee. Besides these, Tamang whaee reflects their varied feelings of life. 
The whaee in which they express their aspirations and descriptions, happiness and sorrows, zeal and 
dole, separation and union,is called 'Phaware whaee.' To illuminate this particular type of whaee, I 
would like to cite the following few- 

Duga namdono larimi 
Muri khasu thumtama 
Namtha khaji tununu 
Dini jagdhik phephkham 
Ghade jyaba larkun cim 
Hyanse rechik cyamami 
Larkyun ranba juni cim 

"In the month of Chait- Baisak (i.e. March to May) black clouds appeared in the sky. After 
sometimes, it started raining. After a while rain stopped and sun was seen. A beautiful sight of the 
rainbow was also seen. But, again in the next moment, the rainbow was vanished. Our life is like a 
rainbow." 

This whaee (song) has poetic essence. An excellent simile has been used by comparing our life 
with temporariness of the rainbow. Although the life is perishable, it has its attraction and beauty 
also. 

Tamang songs (whaee) also comprise the sense of morality and spirituality. We are born 
undressed and bring nothing with us. Sincerely, when we die, we would take nothing along with us. 

So, there is nothing important in the world than the act of benevolence and worship of God. 
This is the theme of the following song- 

Chyoba Phulgo Sangay da 
Zimba tango nyalwada 
Bonma keba ran dhikjen 
Nirla maya khlatoba 
Sisam tigal aborba 
Jagghikjahan kran mula 
Ganri borsi khran mula 

Tamang are patriotic. They are loyal to the native land. They respect their religion and are 
committed to theirown duties. 


Rhanla darma hania choi 
Rhanla hyuri cinila 
Rhanla hyulgari brelnila 

Which means- in our country, notion of religion is very broad. In such a country our Tamang 
dharma and custom are more attractive. Let's play and dance observing the traditions and custom of 
our forefathers by stitching our mind with the duties of our religion and making friends among 
Tamang brothers and sisters. They also sing- 
Syawsyawjhilikesaghurna, 

Syawsyaw kjilike mughurna, 

Khal lai kolda athurna. 
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Or, Dance O' dance, you dance, if the earth shakes by your dance let it be shaken, if the whole 
Universe shudders by your dance, let it shudder, but do not harm anybody. 

Tamangs have innumerable songs of romance. Jolly and romantic by nature, a Tamang lad 
expresses his feelings of infatuation in the song jotted below- 

Rosi syonla marsi sun 
Marsi sunia mhla ranba 
Nala maitheba gade zyaba 
Nala maican gade zyaba 
Ela gunri nacima 
Sangay Krishna laranba 
Jelab aje naranba. 

That is: Like scented white coloured rice of the Kosi river bank, both of my darlings, the elder 
and the younger are beautiful and charming. If I sit in the middle of you two, I would be looking like 
Krishna. Even now if you don't care for someone handsome like me, you would never find the next 
one again. Both the girls respond quickly and nervously lest they lost this Krishna like lad- 

Toja kali nanri 
Danphe name ho-ro-ro 
Eden name jal maya 
Norbala karan no-ro-ro 

That is: "In the up high hills Danphe birds are flying like a rushing wind. Let your and our love 
also be locked like a yarn and fly like Danphe." 

Whaee (s) are full of mataphors. 


Rhama 

Rhama is specially sung on the occasion of wedding ceremony, that too, particulary at that 
time of wearing wedding garments by the bride-groom before procession starts to bring the bride. 
The tune and rhythm of Rhama are quite different from whaee. The tune is slow and deliberate. In 
Rhama they pray to the Gods and Goddesses of sky, God of family (kul- deuta). Goddess presiding 
over mountains tops (Devi- Deurali) and Gods and Goddesses of water and dry land (Sime-Bhume) 
to bless the bride-groom and to safeguard him till his return from the bride's house, pushing aside 
the obstacles that may come in. 

But this Rhama and Mhinjyan Prachila Rhama' are not the same. First one is in tune whereas 
the latter is recited like prose. The latter is performed by Tamba at the time of the last death ritual of 
a person just before burning his or her name. 


Selo 

Selo is a popular form of Tamang song. Although, many people other than Tamangs (now a 
days even Tamangs) do not understand Tamang language and the meaning of whaee words they are 
impressed by its melodious tune and danceful rhythm. That's why, many people are writing lyrics in 
Nepali language maintaining the rhythm and tune of whaee. Such a song is called Tamang selo. In 
some places of Nepal, it is also called Bhote Selo. As the song is sung by playing Damphu it is also 
known as Damphu geet. Here is a popular old selo written by late Parasmani Pradhan. 


^pfESTARANGT^EPTEMBER2014 



Shiv shiv mandal gaun thulo 
Khanu ta ke cha naun thulo 


One of the popular folk singers of Nepali world 
Mkethfe that he ' S notonly a loverof TamangSelo but 


Mr. Kumar Basnet has sung so many selos. We 
a veteran supporter too. One of his selos runs 


CU 

E 

(U 


Kathmanduki Newarni, 
Rumjatare Gurungni, 
Thak Kholaki Thakalni, 
Helumbuki Sherpeni, 
Sindhuplachoke Tamangni, 
Ramri bhanchan sabaile 
Pancai gaunma ma dulen 
Hittai cittai mileko 
Bhetine ramri taruni. 


DyanandaLrma and JarYo^ijan'lfave'wn^ten many selos n mix?ngTaman^words^n a d*Ne^hvorti^ an, 


Khai la la khai la la 
Aimami maya nail ala 
Nala mi maya khalse lala 
Nisturi Nisturi 
Timro ta maya ma garchu 
Mero ta maya kasle garcha? 

-S.M Waiba. 


Cyanba hoi cyanba 
Suna suna hoi cyanba 
Damphule aja ke bhancha 
Tuk dhum, dhum dhum, tak dhum dhum 
Maichan hoi maichan 
Damphule aja ke bhancha 
Jam kata jam, jam katajam jam jam jam. 

-Gopal Yonjan 

Phul Phule jastai phulera, jiwan bitaun hasera 
Hat hat kum kum danjera, barule kammar bhancera 

Tadhin tau nadhin tau 
Hur hur lau le syaw syaw lau 
Asyan theba paran lau 
Syap syap lau le tyap tyap lay 
Syap syap lau le tyap tyap lau 
Phur phur lau le cyana lau lau 


-Jas Yonjan 'Pyasi' 
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Tamang word for 'dance' is Syaba or Syaw. But now-a-days, generally the word 'Nac' is used for 
dance. 

We can divide the Tamang dances in two broad categories- 

1) Religious and ritual dances 

2) Social and otherfestive dances. 

In the first categories are dances such as- Bakpa Nac, Ziunba Nac, Ghyn Nac, Torma Mharso Nac, 
Bombo Nac etc. 

Social and festival dances are generally known as Whaee Syaba and Damphu Nac. 

In the present context, Damphu dance is as popular as selo song. It may be the reason why 
Damphu dance is also called Selo dance. Damphu dance is a dance which is to be danced playing 
Damphu in the hands. Damphu dancer is called Damphe or Damphare. Both the men and women 
participate in whaee syaba or Damphu dance. Number of dancers may vary from one to many 
considering the place and situation. Presentation of whaee dance differs as little from Damphu dance 
or Selo dance. In whaee dance, whaee singers start the song slowly and dancers pick up the thythm 
accordingly by crookeding their legs and twisting their bodies. Their queing word to start the dance is 
-Tadhin lau jhilke nadhin lau'. When singers change the rhythm and go fast, the dancers also pick up 
the same rhythm and dance like Damphe as described in the previous page. On the contrary, selo 
dance begins suddenly and ends suddenly. Even the duration of dance is maximum five minutes. Selo 
dance is more dramatic because the dancer of such dance tries to express the meaning of selo lyrics 
through their movement of eyes, limbs and facial expressions. Anyway Tamang dance whether it is 
whaee, syaba of selo, is very popular even beyond its tribal sphere. 


Conclusion 

Friendly and amiable by nature, Tamangs are the embodiment of loyalty and faithfulness. 
Though economically and literally backward and poor, Tamangs come underthe hard working class of 
the country. To live with peace and contentment in own-earned bread is the ideal of their lives. 
Nimble in gesture, sincere in postuer, Tamangs are attractive in their character. When their mood is 
around by the bliss of the muse, they forget all the wounds and pains; griefs and sorrows, hardships 
and troubles. Tamangs do perform their songs and dances in varied occasions like birth day, wedding- 
ceremony, fair-fun including various pujas and festivals. Tamang songs and dances are getting their 
place even in the cinemas. Now from the points discussed above one can easily evaluate the height 
and glory of Tamang culture. 
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BAUL 

A UNIQUE TRADITIONAL FOLK SONG OF BENGAL 


Debangana Roy 


Multi-cultural theme and multi-religious philosophy are the bases of tradition bound India. Bengali is an 
Indo-Aryan language possessing a history and tradition of at least a millennium, with a rich tradition of 
folklore and folk literature. The Bauls of Bengal form an important part of this tradition and have been 
looked as an esoteric group of people mired in mysticism, maverick, wandering minstrels, without any 
geographical moorings or socio-cultural bearings. Their songs are not simply an instrument for the 
amusement of the masses but a subject worthy of serious study, bearing most of the essential 
characteristics of Bengali folk tradition: anonymous and collective creation, dynamism, textual variation 
and social function. 

EMERGENCE OFTHE BAULS AS AN INDEPENDENT SECT 

Belonging to the tradition-bound community of Bengal, the Bauls bear a rich cultural heritage of the 
country which has developed through a long process of interaction and harmonization of different 
manners, customs and practices, pertaining to various socio-religious traditions. The origin of the Bauls 
are obscure, but are thought to be of considerable antiquity. Around the middle of the 13 h C, the whole of 
Bengal fell into Muslim hands, and the new rulers launched a campaign for the spread of Islam. As a 
consequence, a great many people of Bengal who held marginal positions within the structure of Hindu 
society, many of whom may have been Sahajiyas, embraced Islam. Some, however, became converts in 
name only, as a survival tactic, and continued to follow their Sahajiya practices. These Muslim Sahajiyas 
were among the first 'fakirs' of Bengal. At the same time various Sufi orders of Islam began to penetrate 
Bengal. As they essentially practiced a cult of mystic love, their creed was based on self-realization and 
was found to have many features in common with the Sahajiya tradition. A large number of people 
became their recruits, including the Muslim Sahajiyas, who found in Sufism a kind of shelter from the 
oppression of orthodox Islam. Even the Vaisnava Sahajiyas, who had emerged with renewed vigor after 
the advent of the great Vaisnava saint Caitanya Deva in the 15" and the 16“ C, did not escape the influence 
of Sufi mysticism. Out of this background-Sahajiya for the most part, but somewhat colored by the 
ideologies of the Sufi 'diwanas', emerged the sect of the Bauls, which thus included within its fold both 
Hindus and Muslims, especially of the lower strata of society. 

ORIGIN OF THE WORD 'BAUL' ANDTHEDIVISIONS WITHINTHEIR PARTICULAR SECT 

The origin of the word 'Baul' is a debated concept. Some modern scholars, likeShashibhusan Das Gupta 
have suggested that it may be derived either from Sanskrit word 'Vatula' which means "enlightened, 
lashed by the wind to the point of losing one's sanity, god's madcap, detached from the world, and seeker 
of truth", or from 'vyakula' which means "restless, agitated". Both of these derivations are consistent 
with the modern sense of the word, which denotes the inspired people with a ecstatic eagerness for a 
spiritual life, where a person can realize his union with the eternal beloved-the 'Moner Manush' (the 
man of the heart). They have been presumably so named because to the average Bengali, they do indeed 
seem mad in their extreme unconventionality, in their rejection of the commonly accepted beliefs of the 
class or caste based society. The Bauls are found primarily in the state of West Bengal in India and in 
Bangladesh. There are three major communities or 'sampradayas'. The first is associated with the 
Birbhum, Burdwan, Bankura, Midnapore districts generally considered to be the source of the Baul 
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tradition in West Bengal. Bauls here show many influences, includingTantric Buddhism and Shaktism 
(goddess worship). The second community, the 'Navadipa Sampradaya', shows strong Bengali 
Vaisnava influence and inhabits in the Nadia and Murshidabad districts. The third group is the Muslim 
Bauls or 'fakir sampradaya', found primarily in Bangladesh. 

BAUL RELIGION -THE CONCEPT OF 'DEHATATTA' 

In appearance, the Bauls differ from that of the general population; Hindu Baul men in particular dress 
distinctively with their long hairtwisted into a topknot, while they dress in long, loose white or saffron 
colored upper garment and patchwork coats made of rags. As is true of the mystics in general, the 
Bauls believe that the truth of life cannot be found in religious books and the external rituals are only 
empty, futile acts. According to them, God is manifested within the microcosmic human body and is 
more fully found in the guru or 'murshid' who has attained liberation and is a "perfected man". The 
Bauls give no cadence to heaven or hell or to the liberation after death. For them, the only plausible 
way to escape the cycles of death and rebirth and gain liberation is while one is still alive, possessing a 
human body. They seek to reach a state called "dead while alive", a state in which the adept is dead to 
the phenomenal world and all consciousness is drawn inward-a state in which the Baul by 
experiencing his own death is able to defeat 'yama'. 

Thus, an essential part of the Baul philosophy is 'Dehatatta'— a spirituality related to the body rather 
than the mind, which involves a deep sense of mysticism, a longing for oneness with the divine, while 
remaining unattached and unconsumed by external religious beliefs. Baul devotional music 
transcends such religious contexts and some of the most famous Baul composers, such as Lalon Fakir 
criticized the superficiality of religious divisions: 

Everyone asks: "Lalon, what's your religion in this world?" 

Lalon answers: "how does religion look? 

I've never laid eyes on it 

Some wear malas (Hindu rosaries) around their necks, some tabis (Muslim rosaries), and so people say 
they've got different religion. But do you bear the sign of your religion when you come or when you 
go?" 

Though the meaning of the songs may sometimes be obscure, their simplicity, vigor and felicity of 
expression, their humour and dazzling imagery, and their aphoristic statements that apply to a specific 
religious context make them some of the best poetry in the Bengali language. 

FAKIR LALON SHAH -THE MAJOR POET, PRACTITIONER AND 'CULTURAL HERO' OFTHE BAULS. 

The songs of Fakir Lalon Shah (1774-1890), the most important poet - practitioner of the Baul 
tradition, commonly known as "Lalon Geete", expounded humanity over all social and religious 
dogmas. His faithlessness in religious and societal values based on several binaries like caste, class, 
gender and region is manifested through his songs. He sings: "Jat gelo jatgelo bole eki ajab karkhana/ 
Satya kaje keu noy raji sab dekhi tana na na". To Lalon, 'man' is his main concern and man's heart is the 
only place where God resides whom Lalon calls "Moner Manus"..This multifaceted personality, Lalon, 
was a social minded person and the then society's problem had touched him deeply. So through his 
songs, he has raised the voice against class, caste, religious malice and so many other social issues 
which we can still observe in our Pan-Indian society. His disregard for the showiness of the religious 
rituals makes him regard 'dharma' as a belief which keeps a man's qualities intact within himself - so 
intact that it cannot be lured by idol worship. He sings: "Matir debi, kather chobi,/ Bhoot bhabe sab 
deva-devi". This self-learned Bengali folk poet's conscious outlook towards society and his poetic 
power was amazing. The main contribution of Lalon Shah is that, he has raised the lower class folk 
religious songs to the heights of literature. Especially the Bengali Muslims regard him as a 'cultural 
hero', though the question of his own religion is still ambivalent. His songs and philosophy are now not 
limited within Bengal and Bengali speaking area, rather have spread all over the world. In a way, Lalon 
Shah has become the symbol of world's fraternity, humanity, equality and peace. 
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THE BAULS FUNCTIONING AS AN ARTISTIC INSPIRATION FOR RABINDRANATH TAGORE 

The songs of the Bauls and their lifestyle influenced a large swath of Bengali culture, but nowhere did it 
leave its imprint more powerfully than on the works of Rabindranath Tagore, who talked of the Bauls 
in a number of lectures delivered at Oxford University in 1930, later published as 'The Religion of Man'. 
Tagore draws upon his persistent fascination with Bengali folk music and literature, especially the 
Bauls: 

"I have mentioned in connection with my personal experience some songs which I had often heard 
from wandering village singers, belonging to a popular sect of Bengal, called Bauls, who have no 
images, temples, scriptures, or ceremonials, who declare in their Songs the divinity of Man, and 
express for him an intense feeling of love. Coming from men who are unsophisticated, living a simple 
life in obscurity, it gives usa clue to the inner meaningof all religion. For it suggests that these religions 
are never about a God of cosmic force, but rather about the God of human personality" (The Religion 
of Man). 

Tagore elevated the Bauls to the status of a cultural symbol. For him, the Bauls' songs represented a 
quintessential element of Bengali culture, and Tagore particularly valued their poetic diction and 
musical qualities as a stimulus to his own artistic inspiration, even incorporating Baul characters into 
his plays and famously portraying them himself, on stage in private performances. Tagore believed 
that the language of the Bauls had the ability to trap the nuances of the local and yet penetrate into 
the deeper aesthetic merit of literature. Thus he talks about the richness stimulation of the Bauls that 
reflects "the wealth" of reality. Interestingly, the realism is "not grossly concrete, full of crude details; 
but the earthliness if sublimated, there lies an emotional sincerity and an intense feeling of love. The 
one Baul songthat influenced Tagore was: 

"Amarpranermanush achhe prane 
Tai heri taye sakol khane 

Achhe shey nayontaray, alok-dharay, tai na haraye 
Ogo tai dekhi taye jethay sethay 
Taka-i amijedikpane." 

(The man of my heart dwells inside me./ Everywhere I behold, it's Him!/ In my every sight, in the 
sparkle of light/ OI can never lose Him/ Here, there and everywhere,/ Wherever I turn, right in front is 
He!) 

Tagore traced within Baul music and lyrics, the vital quality of the emotion that could relate with the 
world of nature and daily life and glimpse into the deeper spiritual awareness omnipresent in the self 
and the world. Thus, the 'Moner Manush' of the Bauls was transformed into the 'Jeevandevata' for 
Rabindranath. Moreover, Tagore's use of the Baul figure as a response to religious and political 
resistance is critical to our understanding of his awareness of the potency of folk literature and 
culture. For Rabindranath, the language of folk literature was not only accessible to the people, it was 
a vehicle through which a deep understanding of nature, environment and human relationship had 
been spread across time. Interestingly in his early phase, Rabindranath had used the Baul tunes to 
create a series of stirring songs that underscored his nationalistic sympathies. In his later writings, the 
Bauls became an agent through whose magical capacity to travel beyond the here and now, Tagore 
could escape the limitations of'desh' and 'jati'. 

PRESENT CONCERN FORTHE BAULS 

Thus, the key area remained a study of Baul philosophy, aestheticism that seemed to address the 
transcendental, escaping from the immediate in search of the Divine. But there remains something 
more to explore. Contrary to the traditional corpus of ideas, the Bauls were neither asocial nor 
apolitical group of wandering minstrels. Rather through their songs they formed a strong resistance 
against the hegemonic politics, becoming an alternative voice in the history of colonial Bengal. At 
present, to preserve the Baul tradition which was at its peak in the 19* and the early 20 C, some active 
endeavors have been taken by the urban intelligentsia of Bangladesh and West Bengal. 
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1. Every year, in the month of 'Falgun' (February-March) "Laion Smaran Utsav" is held in the 
shrine of Laion in Knohtia, Bangladesh, where the devotees of Laion from Bangladesh and overseas 
come to perform and highlightthe mystics of theirtradition. 

2. In India, in the village of Shantiniketan during "Poush Mela", a large number of Bauls also come 
together to enthrall people with their music. 

3. For the past five years a unique show has been organised in Kolkata, called "Baul Fakir Utsav". 

4. In 2005, the Baul tradition was included in the list of "Masterpieces of the Oral and Intangible 
Heritageof Humanity" by UNESCO. 

Thus, the Bauls have always been an integral part of the rich folk culture of Bengal so much so that even 
when the "Bhadralok Bengali" looks back at history in search of their roots, the Bauls stand as iconic 
figures. 

sic************** 
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Song, Dance and Music of Bengal 


Dr. D.C.Roy 


Bengal is rich in literature and cultural heritage. Song, dance and music are the three integral parts of culture. 
Musical instruments provide additional essence to song and dance and enrich the quality and acceptance of 
song and dance. In the present article, we attempted to discuss, in brief, some basic information about song, 
dance and musical instruments of Bengal. 

1. Sones of Bengal: 

Bengali literature has been enriched by good number of poets, writers and composers but the contribution 
of Rabindra Nath Tagore and Kazi Nazrul Islam are enormous in Bengali literature. Some other stalwarts are 
Lalan Fakir, Atul Prasad Sen, Dwijendralal Roy, Rajani Kanta Sen, Sukanta Bhattacharjee and others. Let us 
discuss the contribution of Rabindra NathThakurand Nazrul Islamin brief: 

Rabindra Sangeet: 

'Rabindra Sangeet' known as 'Tagore Songs' are those songs which are written and composed by Rabindra 
Nath Tagore, the famous and only Nobel Laureate in literature of Bengal. He received Nobel prize in 1913 and 
composed more than two thousand songs which cover topics of love, devotion, nature, season and 
patriotism. Viswabharati, a Central University, was established by the poet and it has a separate wing to 
teach Rabindra sangeet. Bengalese are fan of Rabindra Sangeet and in any occasion they use it. During the 
birth (25 ,h Baisak) and death (22- Shravan) anniversary of the poet, Rabindra Sangeet is widely used. 
Bengalese show their respect to the poet through his own song. These two days are like festivals of Bengal. 
Besides playing CD, Cassettes, schools and clubs throughout Bengal perform cultural function comprising 
song, dance, drama, recitation etc. The National Anthem of both India and Bangladesh has been written by 
Rabindra Nath Tagore. 

Harmonium and Tabla are the two main musical instruments of Rabindra Sangeet. Flute, Kartal, Ghoongoor 
etc are also used in song and dance of Tagore. 

Nazrul Geeti: 

Nazrul Geeti literally means music of Nazrul are those songs which are written and composed by Kazi Nazrul 
Islam, a rebel poet of Bengal. Nazrul Geeti comprises revolutionary motions as well as spiritual, 
philosophical and romantic themes. Bengal observes the birth anniversary of the rebel poet on 11* Jaistha 
each yearthrough the songs and dances which are composed by the poet himself. Nazrul isthe National poet 
of Bangladesh. 

Harmonium and Tabla are the two main musical instruments of Nazrul Geeti but Flute, Kartal etc are also 
used in song and dance of the poet. 

AdhunikSong: 

Adhunik song means modern song. They are the songs which are not written by any single writer but a 
number of writers at different time and on different issue compose them. They, thus, do not follow a similar 
rhythmic tune and diversity is the essence of modern song. They do not follow the pattern and style of 
Rabindra Sangeet, Nazrul Geeti, Bhatiyali, Bhawiya or any such specific pattern. These songs are basically 
written after independence by different writers and are mainly used in playback songs in the movie. It is a 
miscellaneous category of song. 

Different types of musical instruments both traditional and modern instruments are used in the Adhunik 
song. Among the instruments used, Harmonium, Tabla, Sitar, Violin, Guiter, Esraj, Flute, Ektara, Dotara, 
Khamak, Dhol, Dhak,etcare popular. 
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Bangla Band: 

Beside the traditional songs, there is an addition of Bangla Band in recent past. They are the different 
musical groups who are the writers, composers, musicians and singers of their own song. They form a 
group and perform all the activities jointly. Bangla Bands use wide variety of styles like rock pop, folk 
and fusion. Their music is the combination of American music (like Zaari, sari) and Bengal traditional 
music (like Bhatiali, Bhawaiya, Shyama and Baul). Among different Bands, Bhoomi, Cactus, Fasil and 
Chandrabindu arepopularand prominent in Bengal. 

Bangla Band uses both traditional and modem musical instruments in their songs. The major 
instruments are Guiter, Synthesizer, Drum, Harmonium, Kartal etc. 

JatraPala: 

Jatra is a peculiar tradition of Bengal. It is song cum play which is performed in open stage under 
temporary shade on commercial basis while theatre is performed in fixed stage. Jatra is typical to 
Bengal where songs are associated with play of colorful presentation of mainly historical facts. It has 
both entertainment and social values as many a time different social issues are played in the form of 
drama. Mainly during winter rural Bengal witness different Jatra team to move from one corner of the 
state to another. Jatra is performed at night. Both men and women comprise the team. 

There is a typical musical set before the start of the play. Background music plays an important role 
and its tuning is peculiar than theatre or any other song. The common musical instruments used for 
background music are: Dhol, Kartal, Harmonium, Flute, Sha-nai etc. 

Kavi Gan: 

It is the musical battle between two poet singers. Both the competitors need to acquire the skill of 
composing poem instantly and to sing in order either to put question or to answer to the questions 
raised by the opponent. Many a time it is theme based and the competitors narrate the story of God 
or Goddess or they can choose some social issues. There is no written version of Kavi ga n as there is no 
fixed question to be asked by the opponent. It is performed in the open air under temporary shade 
and the spectators sit around the stage to get entertainment. 

Simple musical instruments like Harmonium, Kartal, Khol etc are used in Kavi gan as background 
music. 

Bhatiali: 

It is a type of musical song connected with the fisherman and boatman. Rural Bengal is full of rivers 
and marshland where fishing and boating are the profession of many people. They sing song by heart 
to reduce the tiredness of days work. These songs have typical tune and are known as Bhatiali in 
Bengal. 

Flute is the basic musical apparatus and the melodious tune of flute is typical for Bhatiali. Although 
Bhatiali is known by its flute but when sang at stage singers take the help of background music of 
Harmonium, Ektara, Dotara etc. 

Baul Gan: 

Baul is a specialized, unique, spiritual folk song of Bengal. Rabindra Nath Tagore was very much 
attracted by Boul and used the tune in Rabindra Sangeet. Bauls are the free wanderers who move 
from place to place. In their song, Baul describes the transience of mundane world and the simple 
means of spiritual upliftment. The root of the philosophical theory rests in a deeper complex 
psychological consciousness. Bouls are basically philanthropists and sometimes use satire from day 
to day life. Purna Das Baul, one of the famous Bauls of Bengal got Padmashree Award, one of the third 
highest civilian awards of India for his contribution in Baul folk song. In 2005, Bauls were declared as 
the 'Master piece of the oral and intangible Heritage of Humanity' by UNESCO. 

Bouls use one-stringed musical instrument known as Ektara. Beside Ektara, they also use simple 
musical instruments like Premjuriand Dotara, Khamakand GoopiJantra and Kartal and Dubki. 
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BhawaiyaGan: 

It is the folk song of the Rajbanshi community of North Bengal. Rajbanshis are said to be the 
aboriginals of the region and very much close to the nature. Their songs narrate the story of their life 
and nature surroundingthem. 

The Bhawaiya singers use Ektara and Dotara widely in their song. 

2. Dance of Bengal : 

In Bengal some dance are pure traditional and are performed in different seasons or occasions. They 
are also connected with festivals and rituals for example Kirtan, Chhau dance, Gambhira, Bhadu 
dance etc. Some other types of dance are based on songs and are performed in different cultural 
functions and they do not possess any religious or devotional value for example Rabindra Nritya, 
Nazrul Nritya etc. 

Chhau Dance: 

Chhau or Mask dance is a typical dance of Midnapure and Purulia districts of Bengal. It is a festival 
dance performed on Sun festival towards the end of Chaitra (March- April) and continues for a month 
and a half till the sowing season. It is an essential part of Gajan festival, the festival of Lord Shiva. 
Chhau is epical and the story is based mainly on the episodes of Ramayana, Mahabharata and Purana. 
Mask of God, Goddess, demon, bird and animal are used in dance. As there is no scope of facial 
expression, body movements and jumping in the air are the typical posture of Chhau dance. Bengal 
Chhau has received international repute and was an approved theme of West Bengal Tableaux in 
Republic Day function, 1995. 

Dhol and Dhansa are the two important instruments of Chhau. The musicians use gigantic kettle¬ 
drum which is played with sticks. Aflute similarto She-nai is also in use to make tonicto the dancer. 

Kirtan Dance: 

Kirtan has been derived from the Sanskrit word 'Kriti' which means to praise. Bengal is known for the 
birth-place of Kirtan dance. It is performed as per the tradition of Gauranga Mahaprabhu, the great 
spiritual leader of Bengal who pioneered the propagation of Kirtan during the middle of fifteen 
century. While dancing, both the hands are raised up and the devotees utter the sixteen words again 
and again in praising Lord Krishna and Rama. They say 'Hare Krishna Hare Krishna, Krishna Krishna 
Hare Hare; Hare Rama Hare Rama, Rama Rama Hare Hare". These sixteen words in different tune are 
sungfor days together. This is known as Namkirtan. Beside Namkirtan, there are othertypes of Kirtan 
like Paala Kirtan, Lila Kirtan, Rash Kirtan, Shyama Kirtan, Parvati Kirtan etc. 

Dhol, Khol, Kartal, Harmonium, Ghoongoor and Flute are the most common musical instruments of 
Kirtan dance. 

Gambhira Dance: 

Gambhira means 'Devalaya' or the 'House of God'. Dance is performed during Gambhira puja or Lord 
Shiva Puja in Malda district of Bengal. Gambhira puja is an amalgamation of different religious 
thoughts like Shivism, Vaishnavism, Buddhism and Saktism. Lord Shiva is also known as Gambhira in 
Malda and in his puja song and dance are arranged to praise him. Gambhira is a mask dance and mask 
of different Gods, Goddesses, birds and animals are used in the dance. It is performed in solo, duet or 
in group mode. Gambhira is also sung on current social issues particularly on social problems like 
bribes, misbehavior of government officials etc. But before playing on social issues, the singer praises 
Lord Shiva and someone needs to be dressed as Lord Shiva. 

The Bengal drum, Dhak, Flute and Kanshi are the main musical instruments needed in Gambhira 
dance. Different beats of Dhak are the base of steping for the dancers. Dhakis with Dhak in their 
shoulder are also seen to adjust their feet with the dancer. 
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Gajan Dance: 

Gajan is a popular dance of Malda districts of Bengal. Gajan songs are the songs to praise Lord Shiva 
and Goddess Parvati in the month of Chaitra (March-April). The dance is performed with devotion and 
dressed like Shiva and Parvati. 

Dhol, Kholand Flute are the main instruments of Gajan dance. 

Bhadu Dance: 

Bhadreswari is the Mother Nature and during the rainy season, the rural Bengal engages in dance 
drama by invoking the Mother Nature for the blessing of good crop. The Bhadu dance is more popular 
in Bankura, Birbhum, Purulia and Bardhaman districts of Bengal. It is performed in the Bengali month 
of Bhadra (Aug-Sept) and hence the dance is named as Bhadu. 

Simple rural musical instruments like Dhol, Kartal, Khol, Flute etc are used in Bhadu dance. 

Jhumur Dance: 

It is one of the popular dances of Bengal particularly of Bankura, Birbhum, Purulia and Bardhaman 
districts. The girls mainly perform the dance while the boys engage with musical instruments. Through 
dance the dancer narrates the story of love of Radha and Krishna. 

The major musical instruments which the boys play in Jhumur dance are: Dhol and Khol. Steps of 
dance are as perthe beat of the Dhol. Without Dhol, the dance remains incomplete. 

Rajbanshi Dance: 

Rajbanshis of North Bengal perform the dance to praise the river Teesta. Teesta River is the life line of 
Sikkim and Darjeeling Himalayan range. Teesta originates from Tibet and flows through Darjeeling, 
Jalpaiguri and Cooch Beharto meet the Brahmaputra River in Bangladesh. River Teesta is considered 
to be the Goddess of Rajbanshis who worships her through dance. Many Bhawaiya songs are written 
on Teesta and the community dramatized them in dance form. 

Dhol, Khol and Kartal are the major musical instruments used by the Rajbanshis in their dance. During 
Bhawaiya songs on Teesta, Dotara, Khamakand Kartal are used as musical instruments. 

3. Musical Instruments of Bengal: 

Musical instruments are broadly be classified in five categories: (i) String instruments, (for example: 
Veena, Sitar, Tanpura, Santoor etc), (ii) String Bowing instruments (for example: Dilruba, Esraj, Saranji 
etc), (iii) Percussion instruments (for example: Tabla, Dholok, Damru, Mridanga, Ghoongroo, Kartal, 
Jaltaranga etc), (iv) Wind instrument (for example: She-nai, Shruti box, Flute etc) (v) Key Board 
instruments (for example: Harmonium, Synthesizer etc). Different musical instruments have been 
developed at different times in different parts of the country but they are widely used beyond the 
place of their origin. The instruments create different sound and tune. In Bengal also some 
instruments are specially devised by the local musicians themselves while some are commonly used 
with other parts of the country or world. 

Dhak: 

It is an old percussion instrument of Bengal. It is huge in size and is the largest musical instrument of 
Bengal. It is cylindrical or barrel shape and generally made of mango wood. Both ends are covered 
with animal skin particularly of goat-skin. The player of Dhak is called Dhaki. It is played with bamboo 
or wooden stick. Dhak can be beaten by suspending from the neck or by keeping it on the ground. Bird 
feathers are used to decorate the Dhak. 

Dhak is an indispensable musical instrument of Durga puja. Kali puja, Charak puja, Gajan etc. The 
beating sound welcomes the autumn, the season of festival in Bengal. Bengalese smell Durga puja 
through the beating of Dhak. Different rhythmic tune are produced by beating with stick e.g. 
Chakhudan (eye presentation), Sandhya arati (evening offering), Sandhi puja (offering at the 
conjunction of two phases), Dasami (the last day offering), Bisarjan (immersion ceremony) etc. Each 
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beat of Dhak holds a special place in every Bengalee's heart. Dhak along with She-nai is used in 
different phases of Bengali Hindu marriage. 

DholakorDhol: 

It is a two-headed second largest hand-drum of Bengal. Its size is somewhere between Dhak and 
Khol but both the ends of Dholak are not as narrow in diameter as Khol or as big as Dhak. Both the 
ends are covered with animal skin particularly goat-skin and the tuning is done by cotton or skin rope 
lacing throughout the shell of the Dholak. The shell of Dholak is made of wood preferably local 
mango wood. It is played with the tricks of finger and palm of both hands like that of Tabla. It is 
hanged from the neck of the player and placed on the player's lap. The large Dholak is known as Dhol 
which is played with thin long bamboo stick or rattan stick. 

Dholak is usually used in Kirtan and in classical music of Bengal. It is also widely used by the Punjabis 
in Bhangra dance. Dholak is used in Indian film industry. Satrajit Ray, the famous Bengali film director 
used Dholak in his famous film 'Gopi Gayen Bagha Bayen'. 

KholorMridanga: 

It is a cylindrical shaped two sided drum used mainly for devotional music. Bengal is said to be the 
origin of Khol. Animal skin is tied on both sides of the Khol: one side is comparatively wider in 
diameter than the other side. At the centre of both the sides of skin, a round layer of pulp mix is 
applied to raise sound. Tonal variations are made by adjusting the skin which is tied with skin rope 
around the barrel of the Khol. The cylindrical body or barrel of the Khol is made of wood or clay. 

Khol is widely used in all devotional songs like Kirtan, Kavi Gan, Bhajan etc. It is an important musical 
instrument of all Hindu temples. 

Tabla: 

The term Tabla has been derived from an Arabic term, Tabl, which means drum. It is very popular 
percussion instrument of Bengal. It is a pair of Bengali drum: one is known as 'Baya' (the left hand 
drum) while the other is 'Daina' (the right hand drum). The shell of the left drum is clay based while 
the right drum is wooden based. The upper part of both the drums are covered with animal skin 
mainly goat-skin. At the centre of both the drum, a round layer of pulp mix is applied. Tonal variations 
are done by adjusting the tension of the skin-head through all the sides of both the drum. Musical 
sounds are created by extensive use of finger and palm in various configurations on the top of the 
drum. 

Tabla is widely used in Rabindra Sangeet and Nazrul Geeti. It is very popular Indian musical 
instrument which is widely used in classical and devotional music of Indian subcontinent. 


Kartal: 

Kartal or Mandira is a small bell-shaped cymbal or plate like musical instrument. It is made of brass 
metal and both are equal in shape, size and weight. At the backside of both the Kartal, thread is left 
hanging so as to tie with fingers of both the hands of the player. Sound is created by clapping or 
striking gently at different parts and thereby creating different sounds. Different fingers of both the 
hands are used to touch different parts of the Kartal to regulate sound. 

Kirtan and Kartal are the two sides of the same coin. It is also used widely in all popular Bengali songs 
like Rabindra Sangeet, Nazrul Geeti etc. 

Ghoongoor: 

It is a garland of small bells tied around both the ankle. It is used during the time of dance and sound 
is created by movements of feet. During Jatra pala Ghoongoor is kept at hand to make background 
music. It is widely used in all types of classical dance, Kirtan, Rabindra nritya, Nazrul nritya etc. 
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Bansior Bansuri: 

It is a traditional flute of Bengal made from single hollow shaft of bamboo. The name originates from 
the Sanskrit word 'Bans' means bamboo and 'Sur' means melody. It has six to seven finger holes and 
one mouth hole. It is of two types: 'traverse' and 'fipple'. In traverse flute, the blowing hole is made at 
the blocked end of the Bansuri and wind is allowed to pass by whistling through it. In case of fipple 
Bansuri, in the blowing side there is no hole but the end is cut oblique and made narrower by blocking 
through which wind is allowed by holding at the lip like a normal whistle. The number and size of hole 
and the length of Bansuri create different melodious sound. Holes are made by burning with red hot 
skewers since drilling do not produce expected melodious sound. Bansuri is one of the ancient musical 
instruments used by the cowherds in the rural pastoral tradition. It is linked with the Puranic love story 
of Krishna and Radha and is held in hands by Krishna in blowing position. 

Bansuri is widely used by Bauls of Bengal, in Jatra Pala, in Rabindra Sangeet and in other songs for 
creating melodious tune. 

Harmonium: 

It is a small keyboard instrument with hand worked blowers-not unlike accordian. Sound is produced 
by blowing air through the sets of free reeds, resulting in a sound similar to that of accordian. Air is 
pumped by left hand and right hand is used for pressing two sets of reeds - black and white. Each reed 
creates different sound. 

Harmonium is widely used in Rabindra Sangeet, Nazrul Geeti, Kirtan, Jatra Pala and in almost all types 
of song and dance to create background music. 

Ektara: 

In Bengali 'Ek' means one and 'Tar' means string so it is domestically made one-stringed musical 
instrument. Body or sound box of Ektara is made from the dry shell of a bottle-gourd (Lau), wood 
apple, coconut etc. The famous Baul song 'Sadher Lau banailo more Bairagi' (My dear bottle-gourd 
make me Vaishnava) has been composed from the idea that the body of Ektara is made from the 
bottle-gourd. The bowl is covered with animal skin and fixed at three or four feet long bamboo strip. 
The two strips of bamboo are cut away and the bowl is fixed between the remaining two strips very 
carefully. The string is fixed at the middle of the shell where the animal skin is fixed at the bottom of the 
bowl and the other end at the wooden knob which is fixed at the end of the bamboo strip. The knob 
and the string tension are supported by two bamboo strips which are already tied to two opposite 
sides of the shell. The string is tightened or loosened by turning the knob and tuning is adjusted 
thereby. Ektara is held in the right hand and played with right forefinger. 

Ektara is widely used by Bauls of Bengal. It is also used by the folk singers, Fakirs (Muslim devotees), the 
Kirtaniyas, the Sadhus or the wandering holy men. The traditional Bengali Ektara is now widely used by 
Sufi singers of Punjab and Sindh. 

Dotara: 

'Do' mean two and 'Tar' means string. It is two string musical instrument of rural Bengal. It is more like 
Mandoline or Sarad but much smaller in size. It is known as guiter of rural Bengal. Sometimes the 
strings vary from fourto six but it is mainly played with two strings and hence its name remains Dotara. 
The body of Dotara is hollowed wooden frame and animal skin preferably goat-skin is covered for 
making sound. The skin is pierced with small holes for acoustic purposes. Strings are tied from under 
the base of the frame to go up the neck of the knobs at the top. Strings are usually made of brass but in 
rural areas catgut is popularly used as string for better sound. Sound is regulated by tightening or 
loosening the knobs. It is played both at sitting position by resting the lower end of the Dotara on the 
leg of the player or at standing position by hanging it from the neck and held in the left hand. Dotara 
has two forms: the Bangla form where metal strings are used to make brighter tune and Bhawaiya 
form where the string is made from thick cotton or more popularly catgut. 

Dotara is so widely used by the Bhawaiya singers of North Bengal that the Bhawaiya song is al so known 
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as Dotara song. It is the single most important instrument of folk song of Bengal. It is used by Bouls 
and Muslim Fakirs. 

Khamakor Amandalahari: 

It is one headed drum with a string attached to it which is plucked. It is a folk musical instrument 
made of earthen or wooden bowl shaped stringed instrument. The bowl is covered with animal skin 
and strings are brought out through the middle of the leather and the other end is tied with small 
piece of clay or wood. The bowl is kept under the left leg and the strings are stretched high with the 
left hand and struck are done with a pin or stick by right hand to make sound. Sound is varied by 
tightening or losingthe strings held with left hand. The difference between Khamakand Ektara is that 
in case of Ektara bamboo stand is raised to stretch the string while the string is held by left hand and it 
is plucked by another hand in case of Khamak. 

Khamak is used in folk music, in Bhatiyali, in Bhawaiya, in Baul where the singer produce sound in 
sitting position. 

Dugdugi or Damaru: 

It is an hour-glass with both ends covered with animal skin. The middle of Dugdugi is comparatively 
narrower than both the ends. Strings with two small lead or iron balls are tightened around the 
narrow middle portion of the instrument. When the Dugdugi is moved left and right the balls hit both 
the ends of the instrument and produce sound. 

Dugdugi is the musical instrument of Lord Shiva and is used during Chaitra Shankranti, the Charak 
puja of Shiva. In rural Bengal, Dugdugi is used by the snake charmers and jugglers while playing with 
snakes, monkeys and bears. The sound is hard and does not use during songs except the songs of 
Lord Shiva. 
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